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Abstract 
The research aims a t studying c h i l d r e n ' s expressiono 
I t was, a t the outset, r e s t r i c t e d to the a n a l y t i c a l study of 
fr e e drawing; but subsequently i t s scope was enlarged through 
the f o l l o w i n g t e s t s which the w r i t e r devised f o r the present 
study: (1) The Environment Preference Test, (2) The 
P r o j e c t i o n Test. (3) The Vi s u a l Aesthetic Test, 
1769 c h i l d r e n aged 5=17 were asked to draw and p a i n t 
p i c t u r e s on the subjects which i n t e r e s t e d them mosto This 
approach y i e l d e d the f o l l o w i n g r e s u l t s : 
lo The c h i l d records the images and impressions which 
loom l a r g e i n a t o t a l s i t u a t i o n i n which he i s the c h i e f 
actor* 
2. The environment a c h i l d depicts i n h i s drawing re= 
presents h i s own environment ( a c t u a l or i d e a l i s e d ) which 
serves f o r an i n t r o d u c t i o n to h i s f i e l d of a c t i v i t y . This 
i n d i c a t e s the f r o n t i e r s o f h i s world whi'ch he has been 
e x p l o r i n g and which i s expressive of the dynamic aspect of 
h i s l i f e space a t h i s age, 
3o The c o r r e l a t i o n between i n t e l l i g e n c e and a r t i s t i c 
a b i l i t y was found t o be n e g l i g i b l e (.02)» 
The r e s u l t s o f the p i c t o r i a l t e s t s supplemented these 
r e s u l t s and showed t h a t c h i l d r e n u s u a l l y p r e f e r p i c t u r e s 
representing aspects o f s o c i a l a c t i v i t y , wholeness of the 
theme or f a m i l i a r environment. Sex diff e r e n c e s were 
not i c e a b l e among adolescents, g i r l s e x c e l l i n g boys i n v i s u a l 
aesthetic a p p r e c i a t i o n . Sex di f f e r e n c e s were not 
not i c e a b l e i n c h i l d r e n under the age of nine nor i n a d u l t 
a r t students. A small but p o s i t i v e c o r r e l a t i o n of ' l l was 
found between v i s u a l aesthetic i n t e l l i g e n c e and general 
i n t e l l i g e n c e . V i s u a l aesthetic i n t e l l i g e n c e and a r t i s t i c 
a b i l i t y showed a c o r r e l a t i o n of 'lO, 
The educational and psychological i m p l i c a t i o n s of the 
r e s u l t s seem t o be s i g n i f i c a n t i n t h a t these t e s t s reveal 
the centres o f i n t e r e s t f o r the c h i l d i n terms of environ-
ment and a c t i v i t y which may be u s e f u l i n formulating 
p r i n c i p l e s of curriculum-making. They also reveal the need 
f o r g u i d i n g those c h i l d r e n vvho lack s o c i a l stimulus. 
ACKNOWLEDGEMENT 
The w r i t e r f e e l s himself very f o r t u n a t e to have 
the opportunity t o conduct t h i s research under the 
a c t i v e supervision of Professor E.A. Peel to xvhom, 
most of a l l , sincere thanks are due f o r h i s many 
valuable suggestions, c r i t i c i s m , guidance and 
encouragement. 
To Mr, T. Harker, M.C. Headmaster of the Modern 
School, B u l l i o n Lane, Chester-=le-Street thanks are 
due f o r h i s w i l l i n g consent and co-operation. Thanks 
are also due t o h i s s t a f f , e s p e c i a l l y to the a r t 
teacher, Mr. Hedley, and the p u p i l s who so w i l l i n g l y 
submitted themselves t o a l l the t e s t s . 
Thanks are due to Mrs. Diana Mo L a l l of the 
Department of Fine A r t , King's College, Newcastle-
upon-Tyne and the senior students from King Edward V I I 
school of A r t . 
Thanks are due t o Miss S e l k i r k , Headmistress of 
the Red Rose school, her s t a f f and p u p i l s and also to 
the headteachers, a r t teachers and p u p i l s of the 
f o l l o w i n g schools: 
the Johnston Grammar School, Durham 
the I n f a n t School, Middle Chare, Chester-le-Street 
the Junior School, Middle Chare, Chester-le-Street 
the Durham Grammar School f o r G i r l s , Durham 
To Mro D, Graham of the Department of Educational 
Psychology the w r i t e r wishes to express h i s g r a t i t u d e 
f o r i n s p i r i n g him to devise a p r o j e c t i o n t e s t , the 
r e s u l t s of which are embodied i n t h i s work, f o r reading 
the manuscript and f o r o f f e r i n g suggestive and s t i m u l a t i n g 
c r i t i c i s m . 
Thanks are also due to Miss Nelder of the Education 
Department, King's College, Newcastle-upon-Tyne f o r 
permission to use photographs (Plates 21-27, 31, 32, 35 3^) 
of some of the p i c t u r e s done by her p u p i l s . These 
p i c t u r e s however are not the examples of free drawing. 
CONTENTS 
Page 
Part 1 I n t r o d u c t o r y 
Chapter I I n t r o d u c t i o n ». <•. 1 
Chapter I I The purpose and modes of expression 22 
Chapter I I I Expression i n a r t ,. ». .. .. 28 
Part 2 The Problem 
Chapter IV The approach i n r e l a t i o n to 
fr e e drawing o . .. .. ». ,. J>6 
Chapter V The approach i n r e l a t i o n to 
the "Environment Preference Test 85 
Chapter VI The approach i n r e l a t i o n t o 
the " P r o j e c t i o n Test" ,» ». 93 
Chapter V I I The approach i n r e l a t i o n t o 
the "Visual Aesthetic Test" , . 107 
Part 3 Conclusion 
Chapter V I I I A summary of conclusions oc I32 
Bibliography ., .• .. «• »• •• - 143 
CHAPTER I 
I n t r o d u c t i o n 
"PlQase p a i n t me my white c a t j " s a i d l i t t l e Imelda. "Child*,' 
answered the Bolognese professorj, " i n the grand sc h o o l j a l l c a t s 
are grey." 
Perhaps the conventional trends of a r t as understood by the 
s o p h i s t i c a t e d a d u l t i n the p a s t i s a p t l y , though s a r c a s t i c a l l y 
epitomised i n the above aphorism of Ruskin ( l . p o 3 6 2 ) who, i t 
seems, was the f i r s t c o n t r i b u t o r to the science, i f not to the 
psychology J, of the a r t of c h i l d r e n . 
I n s e c t i o n 2 of the preface to h i s "Elements of Drawing" 
published i n 1857 ( 2 . p . i x ) he wrote: " I do not think i t 
a d v i s a b l e to engage a c h i l d (under the age of twelve or fourteen) 
i n any but the most voluntary p r a c t i c e of a r t . " Though he 
i n s i s t e d t h a t the c h i l d "should be allowed to scrawl a t i t s own 
f r e e w i l l " he suggested t h a t "due p r a i s e " should be"given f o r 
every appearance of c a r e , of t r u t h , i n i t s e f f o r t s . " I n h i s 
"Laws of F e s o l e " published i n 1879, he l a y s down "a code of 
p r a c t i c e v ^ i c h may a d v i s e d l y be rendered imperative on the youth 
of both sexes v^o show d i s p o s i t i o n f o r drawing."(1.p.341) 
However, " i t would be f a i r to say," comments Herbert Read 
( 3 o p . l 5 ) " t h a t Ruskin's u l t i m a t e object was the production of 
a r t i s t s j even when, he was teaching a t the Working Mens' College 
he was sustained by the hope t h a t he might discover a Giotto 
among h i s p u p i l s , " E.To Cook, on the other hand, p o i n t s out 
( 2 . p , x i x ) t h a t the method of work adopted both i n "The Elements 
of Drawing" and i n Ruskin's classes at the Working Men's College, 
has o f t e n been misunderstood, ,,.,'.'He n e i t h e r desired nor 
attempted to make a r t i s t s or p r o f e s s i o n a l designers," "My e f f o r t s 
are d i r e c t e d R u s k i n said s u c c i n c t l y to a Royal Commission i n 
1 8 5 7 , " n o t to making a carpenter an a r t i s t , but to make him 
happier as a carpenter," 
Surely Ruskin i s the advocate of the e x c e l l e n t i n t r u l y 
i m i t a t i v e a r t based on r i g i d laws such as those of p r i n c i p a l i t y , 
r e p e t i t i o n J c o n t i n u i t y , c i i r v a t u r e , r a d i a t i o n , c o n t r a s t , 
interchange, consistency, harmony and so on as i n t r i n s i c a l l y 
enunciated only by ( 2 . p o 2 2 0 - 2 5 6 ) T i t i a n , Veronese, Tint-oret, 
Georgione, John B e l l i n i and Velasquez and not even by Van Eyck, 
Holbein, Penigino, Francla I n g e l l c o , Leonardo da V i n c i , CorregglO; 
Vandyck, Rembrandt, Reynolds, Gainsborough, Turner or the Pre-
Raphaelites, T t e works o f the a r t i s t s of t h i s l a t t e r group may 
be looked a t as Ruskin suggests., " w i t h admiration, a d m i t t i n g , 
however, question o f r i g h t and wrong," He warns the novice 
against h i s being " l e d f a r o f f the road or i n t o grievous f a u l t s , 
by some o f the other great ones, as Michael Angelo, Raphael and 
Rubens; and o f being besides, coirupted i n taste by the base ones 
as M u r i l l o , Salvator, Claude, Gasper Poussln, Tenlers and such 
oth e r s , " 
Thus, Ruskin's d e f i n i t i o n (l.p.351) t h a t , "the a r t of man 
i s the expression o f h i s r a t i o n a l and d i s c i p l i n e d d e l i g h t i n 
the forms and laws of the c r e a t i o n o f which he forms a p a r t " i s , 
according to him supposed t o be applicable t o the a r t of the 
a d u l t as w e l l as the c h i l d . I t was, however, A l f r e d Lichtwark 
i n 1 8 8 7 who i n h i s "Die Kiinst i n der Schule" p o i n t s out ( 4 . p c 8 ) 
t h a t "the c h i l d i n h i s r e p r e s e n t a t i o n of things s i m p l i f i e s 
according t o laws which are v a l i d f o r a l l times and a l l peoples.'' 
Lichtwark goes even f u r t h e r and recognises "the r e l a t i o n between 
the f i r s t attempts of the c h i l d and those o f p r i m i t i v e men." 
Perhaps Ruskin was f i r s t to c r i t i c i s e the method of teaching 
a r t i n schools. I n h i s "Elements o f Drawing" (2.p.26) he 
c l e a r l y says t h a t "the k i n d of drawing which i s taught, or 
supposed to be taught, i n our schools, i n a term or two, perhaps 
at the r a t e o f an ho\ir's p r a c t i c e a week, i s not drawing at a l l . " 
I t , however, seems t h a t excellence was Ruskin's c r i t e r i o n . He 
warns the reader i n l e t t e r 1 , 'On F i r s t P r a c t i c e ' : '^'Do not o o o o 
t h i n k t h a t you can l e a r n drawing, any more than a new language 
w i t h o u t some hard and disagreeable labour" though he asks not to 
" f e a r t h a t you may be unable t o get on f o r want of special t a l e n t ^ 
He admits, however, t h a t " i t w i l l take one person a much longer 
time than another t o a t t a i n the same r e s u l t s , and the r e s u l t s 
thus p a i n f u l l y a t t a i n e d are never q u i t e so s a t i s f a c t o r y as those 
got w i t h greater ease when the f a c u l t i e s are n a t u r a l l y adapted 
to the study." The w r i t e r believes t h a t psychologists, i n 
=4" 
i n general, have not Improved upon Ruskin's conception i n h i s • 
statement (2.-.27) t h a t " I have never y e t , I n the experiments 1 
have made, met w i t h a person who cannot l e a r n to draw at a l l ; 
and, i n general, there i s a s a t i s f a c t o r y and a v a i l a b l e power I n 
everyone t o l e a m drawing i f he wishes, j u s t as nea r l y a l l persons 
have the power o f l e a r n i n g French, L a t i n , or a r i t h m e t i c , I n a 
decent and u s e f u l degree." I t i s I n t e r e s t i n g to compare these 
ideas o f Ruskin w i t h the f i n d i n g s of Grace M. Pemald (1943) i n 
America vi4io w i t h her (5.p.v) 'remedial techniques i n basic school 
subjects' has proved t h a t "since no a b i l i t i e s are required f o r the 
mastery o f reading, w r i t i n g and a r i t h m e t i c which are not possessed 
by the o r d i n a r y , normal i n d i v i d u a l , i t seems obvious t h a t there i s 
no such t h i n g as a person o f normal i n t e l l i g e n c e who cannot l e a r n 
these basic s k i l l s . The follow-up records of our cases over 
a p e r i o d o f years show t h a t the a p p l i c a t i o n of established 
psychological p r i n c i p l e s makes success i n the fundamentals possible 
f o r any normal i n d i v i d u a l 
Bbenezer Cooke wrote the f i r s t two s c i e n t i f i c a r t i c l e s on 
c h i l d r e n ' s a r t . These were published i n the Journal of Education 
i n December 1885 and i n January 1886. Cooke had already 
contacted James S i i l l y and discussed the problem w i t h him before 
he published h i s a r t i c l e s . I n them he said w i t h extraordinary 
i n s i g h t t h a t " i t i s an i n s u l t to suggest," while judging a drawing 
done from Imagination, " t h a t the things are not seen accurately 
and f u l l y . Yet, s i g h t i s , perhaps, more f a u l t y than imagination, 
Mvhlch depends on i t ..... The highest imaginative a r t does not 
transcend general t r u t h . Science and imagination are not opposite 
but complementary t o each other ..... The choice i s between 
accuracy and i n t e r e s t , t e c h n i c a l s k i l l and child=nature...,. The 
c h i l d ' s a t t e n t i o n i s aroused and sustained by i n t e r e s t . " 
Oorrado R i c c i , an I t a l i a n , wrote and published "L'arte d e i 
bambini" i n 1 8 8 7 a t Bologne. V i o l a p o i n t s out ( 4 . p . 8 ) t h a t i t 
was i n t h i s work t h a t a term r e l a t i n g to Child A r t was used f o r 
the f i r s t time. 
I n 1 8 8 8 , Bernard Perez, a Frenchman, published h i s i n t e r e s t i n g 
monograph " L ' a r t e t l a poesie chez 1'enfant" = i n which he 
t r e a t e d the subject o f c h i l d r e n ' s a r t a c t i v i t y . 
I t was, however, James S u l l y who made a thoroughly 
psychological approach t o the problem of c h i l d a r t ( i n h i s "Studies 
i n Childhood" published i n 1 8 9 5 ) and gave, as Herbert Read says, 
( 3 » P » 1 1 6 ) a coherent t h e o r e t i c a l explanation t o the gathering 
volume o f evidence," 
S u l l y wrote a whole chapter on "the c h i l d as a r t i s t " , (and 
also another on "the young draughtsman") and used the term ' c h i l d -
a r t ' i n h i s "Studies o f Childhood," He ( 7 < . P o 2 9 9 ) warns against 
t h i n k i n g t h a t a r t = a c t i v i t y ought not t o be reckoned among the 
common c h a r a c t e r i s t i c s o f c h i l d r e n , "To judge so, however," says 
S u l l y , "would be t o judge erroneously by applying grown-up 
standards." 
=6-
Though S u l l y (7op,396) dwells on "what from our grown-up 
stand°point we must c a l l the defects of c h i l d r e n ' s drawing" he 
considers t h a t " i t i s only j u s t t o remark t h a t there are other and 
b e t t e r q u a l i t i e s w e l l deserving o f r e c o g n i t i o n . Crude, d e f e c t i v e 
s e l f - c o n t r a d i c t o r y even as these e a r l y designs undoubtedly are, 
they are not vi i i o l l y d e s t i t u t e of a r t i s t i c q u a l i t i e s . The 
a b s t r a c t treatment I t s e l f , i n s p i t e o f i t s inadequacy, i s a f t e r all 
i n the d i r e c t i o n o f a t r u e a r t , which i n i t s e s s e n t i a l nature 
i s s e l e c t i v e and suggestive r a t h e r than l i t e r a l l y reproductive. 
We may d i s c e r n , t o o j even i n these rude schemes a nascent sense 
of values, of a s e l e c t i o n o f what i s c h a r a c t e r i s t i c , " 
To the p r e l i m i n a r y e f f o r t s o f Ebenezer Cooke and James S u l l y 
towards determining stages o f psycho-genesis c o n t r i b u t i o n was 
made by L e v i n s t e i n ( 1 9 0 5 ) , Kerschenstelner ( 1 9 0 5 ) , Stern (191C) , 
Rouma ( 1 9 1 3 ) ^ luquer ( 1 9 1 3 ) , Krotzsch ( 1 9 1 7 ) , Burt ( 1 9 2 2 ) , 
W u l f f ( 1 9 2 7 ) and Bng ( 1 9 3 1 ) o 
Very few psychological researches concerning c h i l d r e n ' s 
drawing have been conducted i n Great B r i t a i n and though some of 
the pioneering work done by B u r t i s of very high value" h i s own 
researches were c a r r i e d out i n those days when a r t education 
was almost neglected. One has only t o compare the example of 
the work o f a c h i l d o f f i v e given i n the M i n i s t r y o f Education 
pamphlet: " I r t Education" published i n 1 9 4 6 w i t h the example of 
the work o f a c h i l d of the same age given by Burt i n h i s "Mental 
and Scholastic Tests," ( P i g o 5 5 , P o 4 1 3 ) published i n 1 9 2 1 . 
-1-
Though the w r i t e r i s axv'are that Burt chose h i s example 
from the drawings done by c h i l d r e n who were asked to "draw 
a man" he f e e l s t h a t there i s some j u s t i f i c a t i o n for comparing 
the two examples under d i s c u s s i o n . F i r s t l y , as Burt(8.p.346) 
says, "the sketches at d i f f e r e n t ages are d i s t i n g u i s h e d by 
f a i r l y d e f i n i t e p e c u l i a r i t i e s , and these p e c u l i a r i t i e s i n turn 
r e f l e c t the outstanding f e a t u r e s of draining g e n e r a l l y i n I t s 
s e v e r a l and s u c c e s s i v e p h a s e s j " and secondly, "during the 
g r e a t e r portion of school period every c h i l d d e l i g h t s to draw 
the human f i g u r e , and no c h i l d doubts I t s a b i l i t y to do so." 
Thus the common p e c u l i a r i t i e s i n c h i l d r e n ' s drawings and t h e i r 
confidence i n t h e i r own a b i l i t y to draw human f i g u r e s are 
s u f f i c i e n t ground f o r comparing any two p i c t u r e s done by 
c h i l d r e n of the same age even though they belong to d i f f e r e n t 
generations. I t i s a l s o i n the same s e r i e s of median samples 
(8.p.422) chosen by Burt that we f i n d a man i n r e l a t i o n to 
h i s environment represented by a c h i l d of fourteen i n h i s 
drawing. 
Herbert Read (3.p,209) points out that I t i s i n t e r e s t i n g to 
note that i n the t h i r t e e n years which separate the Hadow Report 
(1926) and the Spens Report (1939) a d e c i s i v e d i f f e r e n c e i n 
the treatment of t h i s s u b j e c t has come about. 
Burt's drawing ( f i g . l ) i s s e l e c t e d as a median sample end 
so i s the drawing (fig. 2 ) I n the Ministry of Education pamphlet. 
The p r e f a t o r y note i n the pamphlet (9.p.5) reads as follows: 
"The M i n i s t r y wish to place on record t h e i r gratitude to the 
= 8 ° 
schools which provided the m a t e r i a l f o r the i l l u s t r a t i o n s , 
^Nhioh have been selected to represent the work of average 
students w e l l taught r a t h e r than outstanding work produced 
by the e x c e p t i o n a l l y g i f t e d , " 
This d i f f e r e n c e i n the p i c t o r i a l work of c h i l d r e n t e l l s 
l o u d l y of the r a t e o f advancement i n a r t education since B u r t 
published the r e s u l t s o f h i s researcheso I t was i n the case 
of c h i l d r e n aged not l e s s than ten t h a t Burt found t h a t 
( 8 o f i g o 6 4 ) the f i g u r e s "instead o f f l o a t i n g i n the a i r , are 
given a l i n e or two o f ground to stand on." By 1 9 4 6 , howeverj 
the c h i l d o f f i v e gives h i s f i g u r e not only tte ground t o 
stand on b u t represents i t i n i t s r e l a t i o n t o a s u i t a b l e 
environment. The w r i t e r has concluded a f t e r studying several 
thousands o f p i c t u r e s done by c h i l d r e n t h a t the environment a 
c h i l d d e p i c t s i n h i s work presents h i s own environment which, 
as a matter o f f a c t serves f,or an i n t r o d u c t i o n to h i s f i e l d 
of a c t i v i t y o This f i e l d of a c t i v i t y i n d i c a t e s the f r o n t i e r s 
o f the c h i l d ' s world which he has been exploring and which i s 
expressive o f the dynamic aspect of h i s l i f e space a t h i s ageo 
I t i s t h i s aspect o f the present research which has i n s p i r e d 
the w r i t e r t o conduct i t and he hopes t h a t t h i s e f f o r t i s not 
out of place e i t h e r i n the psychology of a r t or i n educational 
psychologyo "Even i f a l l the laws o f psychology were known," 
says Lewin ( I C p d l ) one could make a p r e d i c t i o n about the 
behaviour o f a man only i f i n a d d i t i o n t o the laws the special 
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nature of the p a r t i c u l a r s i t u a t i o n were known." The w r i t e r 
takes the view t h a t f r e e drawing i s an important clue t o Ing 
understand/ the s p e c i a l nature o f a p a r t i c u l a r s i t u a t i o n r e l a t i n g 
t o a c h i l d . " I r t ^ being one o f the fundamental things of 
human experience," says R o R o Tomlinson i n "Children as A r t i s t s " 
(II9P04)" can no more be defined than can l i f e i t s e l f - or 
time, or l o v e , or any other basic p r i n c i p l e or passion," 
Tomlinson develops t h i s argument and asserts t h a t "one must look 
a t c h i l d r e n ' s drawings to understand them. The raritten word 
cannot replace or reproduce t h e i r s p i r i t . " 
B u r t , has i n h i s "Mental and Scholastic Tests" ( 8 o P o 3 4 5 ) 
quoted one o f Oscar Wilde's characters as saying " p a i n t i n g i s 
a mode o f autobiography invented f o r the use of the i l l i t e r a t e , " 
"Drawing," says Bur t , " i t might w i t h equal t r u t h be added, i s 
a mode of s e l f - r e v e l a t i o n p e c u l i a r l y adapted to those who cannot 
express t h e i r mental powers through the usual media of w r i t i n g 
and speech." 
I t would not be s u r p r i s i n g i f the r e s u l t s of previous 
researches which were made when a r t education was neglected i n 
schools d i f f e r e d to some extent from r e s u l t s obtained now when 
a r t has been given a more important place i n education. I f 
there i s a place f o r l i n g u i s t i c and a r i t h m e t i c a l t e s t s , drawing 
t e s t s t o o , have a place o f t h e i r own; f o r they have a special 
advantage, as B u r t says, over most of the other t e s t s i n t h a t 
they do not depend on acquired power t o manipulate a b s t r a c t 
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symbols, such as words and numberso 
Though t e s t s o f drawing, according to B u r t , do not show 
such high c o r r e l a t i o n s w i t h i n t e l l i g e n c e or educational a b i l i t y 
he does suggest t h a t they open avenues to strange places i n 
the c h i l d i s h mind, provinces t h a t otherwise would remain 
untouched and unexploredo This suggestion of Burt's i s of 
very great value, e s p e c i a l l y f o r those i ^ o are I n t e r e s t e d i n 
researches concerning c h i l d a r t o 
Dr. H i l d a Oldham while summing up her t h e s i s i n her 
" C h i l d E g r e s s i o n i n Colour and Form" maintains ( 1 2 , C h a p t o l 4 ) 
t h a t c h i l d r e n ' s drawings disclose t h e i r u n f u l f i l l e d wishes 
and r e f l e c t t h e i r environmento A r t , f o r the c h i l d , i s s e l f -
expressive; the only d i f f e r e n c e i s t h a t the c h i l d i s now 
beginning t o adopt a d u l t standards, and recognise c e r t a i n 
canons of a r t o 
"Expression," says Croce ( 1 3 o P o 2 6 ) "indeed i s the f i r s t 
a f f i r m a t i o n o f human a c t i v i t y , " The human beings are i n 
e t e r n a l need o f expressing themselves. The media, however, 
are d i f f e r e n t . They d i f f e r as the p e r s o n a l i t y of the 
i n d i v i d u a l d i f f e r s , "Expressive a c t i v i t y " according t o Croce 
* j u s t because i t i s a c t i v i t y , i s not caprice, but s p i r i t u a l 
necessity." Psychologists have termed t h i s s p i r i t u a l 
n ecessity a psychological need, "Only i n one F i e l d , " says 
Freud ( 1 4 ) has the omnipotence of thoTight been r e t a i n e d i n our 
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own c i v i l i s a t i o n , namely i n a r t / ' " I n a r t alone," he says, 
" i t s t i l l happens t h a t man, contsumed by h i s wishes, produces 
something s i m i l a r t o the g r a t i f i c a t i o n of h i s wishes." Burt 
(8.p.347) r e i t e r a t e s the leading p o i n t s o f one of h i s e a r l y 
researches concerning the drawings o f London c h i l d r e n as 
f o l l o w s : They i l l u s t r a t e most a p t l y how experiments a t 
successive ages u n f o l d the l i n e of mental progress; they 
demonstrate most v i v i d l y how i n s t r u c t i o n i n drawing, i n s p i t e 
of recent reforms, i s s t i l l based upon l o g i c a l p r i n c i p l e s 
deduced a p r i o r i , i nstead o f upon generic p r i n c i p l e s gathered 
from observation a t f i r s t hand. 
From the items enumerated i n h i s d e s c r i p t i o n Burt made 
the f o l l o w i n g g e n e r a l i s a t i o n s which give a masterly analysis 
r e v e a l i n g the psychogenesis o f c h i l d a r t . Herbert Read 
(3.p.117) p o i n t s out t h a t these stages may be taken as the 
most schematic summary of t h i s genetic theory of the evol u t i o n 
of c h i l d r e n ' s drawings 
(1) The f i r s t stage may w e l l be named the stage o f scribble» 
As expression through speech begins w i t h half-automatic c r i e s 
and babblings, so graphic expression begins w i t h half-automatic 
s c r a t c h i n g and scrawling o f p e n c i l upon paper. The s c r i b b l i n g 
stage may begin as e a r l y as the age of 2-; i t o f t e n swells 
to an eager i n t e r e s t about the age o f 3-; and may p e r s i s t , 
even f o r some months a f t e r the c h i l d has entered the i n f a n t s ' 
school, u n t i l about the end o f tte c h i l d ' s f i f t h year. 
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B u r t sub-divides t h i s stage i n t o four periods: (a) a 
p e r i o d of purposeless p e n c i l l i n g s , enjoyed c h i e f l y f o r the 
muscular movement, (b) a period of more purposive p e n c i l l i n g 
i n which the r e s u l t s themselves become a centre of a t t e n t i o n , 
and may be given a d e s c r i p t i o n or a name as chance likeness 
or f a n c i f u l caprice d i c t a t e s , (c) the period of i m i t a t i v e 
p e n c i l l i n g s . The r u l i n g i n t e r e s t i s s t i l l muscular r a t h e r 
than v i s u a l , (d) Towards the mental age of f o u r the 
s c r i b b l i n g becomes, as i t were, l o c a l i s e d . 
(2) The stage o f l i n e , though har d l y yet of fonn. The 
f a v o u r i t e subject has now become, even more 
than before, the human f i g u r e , (The c h i l d enters t h i s stage 
a t the age o f f o u r ) 
(3) About the age o f f i v e the c h i l d enters on a period of 
d e s c r i p t i v e symbolism, 
(4) The p e r i o d of e f f o r t a t greater realism. (A realism 
d e s c r i p t i v e r a t h e r than d e p i c t i v e , l o g i c a l r a ther than Visual.) 
The c h i l d sets down what he knows, not what he sees. (Drawing 
i s s t i l l a form of s i l e n t language, not a form of a r t . ) He 
i s t r y i n g by h i s p i c t u r e s , to communicate, or perhaps merely 
to express, and sometimes only, i t would seem^ to catalogue. 
a l l t h a t he remembersor a l l t h a t I n t e r e s t s him, i n the subject 
to be drawn. ,,,,oThe items, however, are suggested more 
by the as s o c i a t i o n o f ideas than by the analysis o f percepts, 
(5) By the age of nine or t e n the increasing demand f o r 
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r e a l i s m b r i n g s w i t h i t a great improvement i n technique. The 
stage o f l o g i c a l or d e s c r i p t i v e realism y i e l d s to one of 
V i s u a l Realism. 
(6) A phase o f Repression f o l l o w s o I t overtakes most 
c h i l d r e n d u r i n g the pre-= pu b e r t a l period, somewhere betweem the 
eleventh and fo\irteenth years, s e t t i n g i n most commonly about 
the age o f t h i r t e e n o With many there i s a danger of a r r e s t 
a t an even e a r l i e r stageo (the repression i s to be ascribed 
t o emotional r a t h e r than t o i n t e l l e c t u a l changes.) But the 
f a c t o r s t h a t thus so strangely s t i f l e the e a r l i e r and almost 
u n i v e r s a l enthusiasm are always manifold, and sometimes obscure: 
- increased power of observation, increased capacity f o r 
ae s t h e t i c a p p r e c i a t i o n , augment, no doubt an increasing self= 
consciousness and an increasing s e l f - c r i t i c i s m , due p a r t l y 
t o other causes. Prom expression through drawing, and through 
movement g e n e r a l l y , i n t e r e s t i s t r a n s f e r r e d to expression throu^ 
language. 
(7) The l a s t stage may be denominated one of a r t i s t i c r e v i v a l 
By many, however, perhaps by most, t h i s f i n a l stage i s never 
reached. 
Tomlinson (15»Pol4) has suggested t h a t the stages of 
development f o r c h i l d r e n i n t h e i r reactions to a r t may be 
viewed as f o l l o w s ; F i r s t = The stage of manipulation 
which occupies the f i r s t two or three years. Second - The 
stage o f c h i l d symbolism which nonnally l a s t s up t o the s i x t h 
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or e i g h t yearo T h i r d 
a t r a n s i t i o n a l stage # i i c h comes between tfe ages of eight 
and eleven yearso Fourth = The sta^e of r e a l i s a t i o n 
and awakeningo Biart's summary has remained a generally 
accepted account though: i t has been c r i t i c i s e d i n some aspects 
by Wulff and otherso 
Herbert Read l i m i t s h i s c r i t i c i s m to three fundamental 
p o i n t s : (1) the concepts of the 'schema', ( 2 ) the 
genetic theory i n general = the neglected c o r r e l a t i o n of 
expression and temperament and (3) the supposed i n e v i t a b i l i t y 
o f a stage of 'repression'o 
Tomlinson p o i n t s out ( l l o P o 2 4 ) t h a t "Miss Richardson 
has demonstrated by her teaching t h a t a l l have c r e a t i v e 
a b i l i t y i n more or l e s s degree; she has also proved by r e s u l t s 
t h a t c r e a t i v e power does not wane or disappear a t the age of 
puberty, vihen c h i l d r e n are understood and taught sympathet° 
i c a l l y a t t h i s c r i t i c a l stage i n t h e i r growth," 
Cizek a f t e r f i f t y years of experience w i t h thousands of 
c h i l d r e n d i s t i n g u i s h e d ( 4 o P o 2 5 ) the stages of c h i l d a r t as 
f o l l o w s : 
(1) S c r i b b l i n g and smearing stage, 
( 2 ) Rhythm of s p i r i t and hand 
(3) A b s t r a c t symbolic stage (Egypt) 
(4) I n t r o d u c t i o n o f types 
(5) I n t r o d u c t i o n o f c h a r a c t e r i s t i c s (enrichment by 
perception and experience) Here s t a r t s the 
byway to conventionalism, naturalism, i l l u s i o n i s m 
(6) D i f f e r e n t i a t i o n o f c o l o u r j form and space. 
(7) Pure u n i t y o f "g e s t a l t e n " (forming and shaping) 
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Cizek does not give age l i m i t s , because "the stages are not 
severely separated from each other but are overlappingo The 
t r a n s i t i o n from one stage to another i s a gradual and continuous 
processo There i s n o t h i n g abrupt i n growing. I n a d d i t i o n t o 
t h a t , C h ildren are i n d i v i d u a l i t i e s , and i n any of the d i f f e r e n t 
p e riods i n t o which childhood i s d i v i d e d one c h i l d w i l l remain 
longer than another." 
I t i s most i n t e r e s t i n g to see what through a l l the stages 
of the psycho-genesis o f a r t the c h i l d expresses. 
Read (3op<>159)comm&iatir^on Dr. Ballard's analysis o f the 
subject matter o f c h i l d r e n ' s drawings says t h a t " i t would be 
i n t e r e s t i n g a f t e r the passage of more than t h i r t y years, (now 
ne a r l y f o r t y ) to t e s t these r e s u l t s against an i n v e s t i g a t i o n 
on a s i m i l a r scale." I n 1911, Doctor B a l l a r d c o l l e c t e d and 
examined 20^000 drawings o f c h i l d r e n and found (16) t h a t the 
order o f preference i n subjects was as fo l l o w s : 
Boys: Ships, miscellaneous objects, p l a n t l i f e , houses, human 
beings, v e h i c l e s , animals, weapons, landscapes. 
G i r l s : P l a n t l i f e , houses, miscellaneous objects, human beings, 
animals, ships, v e h i c l e s , weapons, landscapes. 
Surely,as Read p o i n t s out,'vehicles have advanced 
considerably up the l i s t of boys' preferences, f o r a l l ages, 
and t h a t ships no longer occupy anywhere near the f i r s t place. 
B a l l a r d concluded t h a t "the p o s i t i v e i n f l u e n c e of the 
environment i s manifest i n several instances. More animals 
than human beings are drawn by country c h i l d r e n , more human 
beings than animals by town childreno Town c h i l d r e n f r e q u e n t l y 
represent v e h i c l e s ; coimtry c h i l d r e n r a r e l y o " 
I t can, however, be s a f e l y remarked t h a t the contents of 
expression are bound t o be found s u r p r i s i n g l y d i f f e r e n t a f t e r 
the elapse o f near l y f o r t y yearso Tomlinson, i n h i s "Children 
as A r t i s t s " ( l l o P o 3 ) publisfe d i n 1 9 4 4 w r i t e s : "A generation 
ago the t i t l e o f t h i s book would have been considered f a c e t i o u s 
n o t only by the general p u b l i c but by the m a j o r i t y of the 
members of the teaching profession» For i t was gen e r a l l y 
b e l i e v e d t h a t although c h i l d r e n could of course draw and even 
p a i n t , t h e i r best attempts produced only bad drawings and bad 
p a i n t i n g s 0 " 
Tomlinson p o i n t s out t h a t he makes no claim t h a t "children's 
drawings have the same a r t content as the work of a d u l t a r t i s t s , " 
b u t he does contend t h a t "they have a s i m i l a r appeal t o the 
emotionso" 
Murphy ( 1 7 o P o 6 8 3 ) i n America complains t h a t "although the 
j p u m a l s have been f u l l o f r e p o r t s of Rorschach f i n d i n g s , w i t h 
studies of fantacy by means of the Thematic Apperception and 
other t e s t s running a close second, there i s an odd discrepancy 
between the l a r g e amount of work being done w i t h graphic 
expression and i t s r e p r e s e n t a t i o n i n these joumalSo He admits 
t h a t "the absence o f systematic published r e p o r t s forces an 
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author t o be extremely cautious i n describing and evaluating 
on the other hand, t h i s very absence e n t i t l e s the reader t o 
demand some account of what such devices are attempting to do." 
Murphy, t h e r e f o r e , l i m i t s himself to "an elementary account 
o f what i s being done w i t h f r e e drawing and brush p a i n t i n g , " 
With respect to f r e e drawing, Goodenough's work i s 
s i g n i f i c a n t . She devised the I)raw°a=Man Test and published 
the r e s u l t s i n the Journal of Genetic Psychology i n 1 9 2 6 
( 3 3 o 1 8 5 = 2 1 1 ) . "The o r i g i n a l i n t e n t was to score such 
productions i n teims o f mental age, and the t e s t proved to be 
serviceable i n t h i s respect." "Students o f p r o j e c t i o n , howevei-
says, Murphy,"soon r e a l i s e d t h a t the c h i l d ' s conception of what 
a man i s = h i s understanding of freedom and power, f o r 
example as e x h i b i t e d i n posture, gesture, and f a c i a l expression 
can make i t s e l f known as soon as the sheer problem of making 
a recognisable man has been solvedo" Murph^ however p o i n t s 
out t h a t w i t h the Rorschach the i n t e r e s t i n content comes l a s t , 
while i n the case o f f r e e drawing content comes f i r s t . I n 
a d d i t i o n t o the f a c t o r s o f content, those of s t y l e are also 
taken i n t o c o n s i d e r a t i o n , as f o r example, the f a c t o r s sentioned 
i n connection w i t h the Allport=Veraon experiments, such as 
smoothness or j e r k i n e s s , symmetry or a studied avoidance of i t , 
heavy p o i n t pressure and congruence of movements expressive of 
a t t i t u d e . Thus, the j o i n t operation of two primary v a r i a b l e s 
take place here: ( 1 ) the k i n e t i c q u a l i t i e s r e l a t e d t o sheer 
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neuro-muscular d i s p o s i t i o n and (2) the u n w i t t i n g p o r t r a y a l 
o f freedom or c o n s t r i c t i o n i n r e l a t i o n t o the environment. 
The p r o j e c t i v e approach w i t h respect to free drawing, 
however, does not adequately help i n g e t t i n g a p e r s o n a l i t y 
sketch even when the operating f a c t o r s o f content and s t y l e 
are enriched by psychoanalytic studies of symbolism. Even 
the Rorschach has been c r i t i c i s e d as not r e a l l y being a t e s t 
o f the whole p e r s o n a l i t y . 
The w r i t e r , however, i s o f opinion t h a t i n these 
experiments w i t h respect to f r e e drawings so f a r as the work 
done i n America i s concerned, more importance i s attached 
t o the e x t r i n s i c value o f content than t o the i n t r i n s i c value 
and t h e r e f o r e the r e s u l t s achieved f a l l f a r short of the 
hjrpotheses o u t l i n e d i n the o r i g i n a l purport. Murphy's 
c r i t i c i s m i s s i g n i f i c a n t when he says t h a t , " i f i t could a c t u a l ^ 
be demonstrated t h a t some one o f these methods used i n 
i s o l a t i o n produces a r a t h e r con^lete p e r s o n a l i t y p i c t u r e , i t 
would s t i l l be necessary t o f i n d common f a c t o r s which cozmect 
t h i s b r i e f and l i m i t e d sample o f the t o t a l i n d i v i d u a l l i f e w i t h 
the vast reaches t h a t l i e beyond i t . " 
As w i l l be seen e l s e ^ e r e i n t h i s work the w r i t e r has 
mainly taken i n t o c o n s i d e r a t i o n the i n t i n s i c value of content 
i n the drawings he has c o l l e c t e d and examined. This has te Ip^d 
i n g e t t i n g , howsoever inadequately, i n d i v i d u a l sketches of 
p e r s o n a l i t y p a t t e r n s a t c h i l d l e v e l i n a d d i t i o n t o determining 
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dynamic f a c t o r s o f a concrete s i t u a t i o n f o r a p a r t i c u l a r c h i l d 
and c e r t a i n common f a c t o r s applicable t o c h i l d r e n of various ages 
That e x t r i n s i c value of f r e e drawing has been given 
considerable importance i s c l e a r l y seen.in Waehner's work. She 
asked (18) f i f t y - f i v e c ollege g i r l s to p a i n t a subject of t h e i r 
own choice, and then a series of assigned subjects, i n c l u d i n g 
a s e l f = p o r t r a i t w i t hout m i r r o r . Being influenced both by the 
psycho-analytic theory and the Rorschach p r a c t i c e Washner 
"proceeded to emphasise content, form, and s t y l e , and t o develop 
systematic methods f o r observing some t h i r t y d i f f e r e n t 
a t t r i b u t e s of production." Among the o b j e c t i v e f a c t o r s i n 
the p a i n t i n g t h a t were selected f o r checking and scoring the 
f o l l o w i n g were included: 
Distance from margin; neglect of margin, emphasis on centre 
and c e n t r i p e t a l d i s t r i b u t i o n ; preference f o r l i n e s , preference 
f o r black, form v a i l e t y greater than colour v a r i e t y , etc., 
With the use o f t h i s check l i s t Wa©hner found i t possible 
t o gauge the l e v e l o f i n t e l l i g e n c e from such f a c t o r s as sharp 
or c l e a r form and evidences of a b s t r a c t t h i n k i n g and of c l e a r 
observation. She determined emotional balance i n items of 
v a r i e t y o f colours chosen, the use o f v i v i ^ colours, and shading 
and the combination of ciarved and s t r a i g h t l i n e s . R i g i d i t y , 
u n iform rhythm, r i g i d contours, and the tendency to make 
organic forms geometrical were the f a c t o r s determining compulsios 
Low colour v a r i e t y and no. colour were among the f a c t o r s 
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detennining p a s s i v i t y , while short l i t t l e strokes, few curved 
fonns and many sharp edges decided aggression^ S i m i l a r l y , 
i n t r o v e r s i o n , superior o r i g i n a l i t y and several other trends 
were determined. Waehner's method involves a l l three l e v e l s 
of approach - the g l o b a l , the d i f f e r e n t i a t e d and the integrated, 
I t i s considered s u f f i c i e n t l y v a l i d to warrant high hopes f o r 
i t s development0 
One, not i n f r e q u e n t l y hears a complaint t h a t (19.p.195) 
"there are a great number o f c l i n i c records which provide 
d e t a i l e d data on a l l sides o f the c h i l d ' s development, but very 
l i t t l e has been done to co-ordinate t h i s data and t o compare 
i t w i t h s i m i l a r m a t e r i a l obtained from c o n t r o l groups of 
nonnal c h i l d r e n . I n e v i t a b l y c l i n i c records only r e f e r to a 
minutely small or selected percentage o f the population.," 
One^ r f e e l s i n c l i n e d t o ask however, ' I s there enough 
m a t e r i a l o f a s i m i l a r nature obtained from the groups of 
'normal' children? The w r i t e r t h i n k s , t h a t the answer, i s 
u n f o r t u n a t e l y , not q u i t e i n the a f f i i m a t i v e o 
"Psychologists," says Maria P e t r i e i n her " A r t and 
Regeneration" ( 2 0 o P o 6 l ) "have i n nine cases out of ten 
observed d i f f i c u l t or backward or somehow p a t h o l o g i c a l cases. 
o . e . o T h e y aee the p s y c h o l o g i c a l l y average c h i l d as r a r e l y 
as a doctor meets h i s p a t i e n t i n a completely healthy condition'.' 
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The w r i t e r agrees w i t h Maria P e t r i e ' s assertion t h a t 
"we must take the education of the t h e o r e t i c a l l y normal c h i l d 
as our p o i n t o f departure." He hopes, however, t h a t such a 
p o i n t of departure w i l l b r i n g a p a t t e r n of r e c o n s t r u c t i o n t o 
the service of scienceo 
CHAPTER I I 
Darwin explains (21.p.166) the o r i g i n of expressive 
actions i n man and lower animals i n terms of three p r i n c i p l e s : 
(1) movements which are serviceable i f o f t e n repeated become 
h a b i t u a l ; (2) a h a b i t of v o l u n t a r i l y performing opposite 
movements under opposite impulses has become f i r m l y established 
i n us; (3 ) the d i r e c t a c t i o n of the e x c i t e d nervous system 
of the body. 
Darwin (21,p.l70) explains expression mainly at 
p h y s i o l o g i c a l l e v e l 
"Some strange commotion I s i n h i s b r a i n , 
He b i t e s h i s l i p and s t a r t s ; 
Stops on a sudden, looks upon the ground, 
Then lays h i s f i n g e r on his temple; s t r a i g h t 
Springs but i n t o f a s t g a i t ; then stops again, 
S t r i k e s h i s breast hard, and anon he casts 
His eye against the morn: i n most strange postures 
We have seen him act himself," 
Henry V I I I , Act i l l sc.2, quoted 
by Darwin, - p.6, 
I t i s however, possible to f i n d i n h i s explanation a t r u l y -
p s y chological i n s i g h t when he says th a t "the movements of 
expression i n the face and body are of much importance f o r our 
we l f a r e . They serve as the f i r s t means of communication 
between the mother and her I n f a n t ; she smiles approval, or 
frowns disapproval, and thus encourages her c h i l d on the r i g h t 
path. The movements o f expression give vividness and energy 
t o our spoken words; they may, and o f t e n do, reveal the thought, 
of others more t r u l y than do words, which may be f a l s i f i e d 
Expression i n i t s e l f , or the language o f the emotions, i s 
c e r t a i n l y o f importance f o r the welfare o f mankind. 
Froehel ( 2 2 o P 1 4 5 ) who was by nature a psychologist 
maintained t h a t "the m a t e r i a l world i s a symbol of the 
s p i r i t u a l world"o The whole meaning o f Froebel's educational 
method r e s t s upon t h i s lawo He held t h a t ( 2 3 . P 5 0 ) "play 
i s the highest expression o f human development i n the c h i l d , 
f o r i t alone i s the f r e e expression o f what i s i n the c h i l d ' s 
s o u l " o Proebel considered p l a y as "the purest and most 
s p i r i t u a l product o f the c h i l d " ( 2 2 P . 4 5 ) "To the calm, 
keen v i s i o n o f one who t r u l y knows human nature" says Proebel 
"the spontaneous p l a y o f the c h i l d discloses the f u t u r e inner 
l i f e o f the man"» 
According t o Proebel ( 2 2 o P 4 4 ) "mental growth involves 
creativeness and receptiveness, and the combination o f them 
both i n l i f e " o He p o i n t s out ( 2 2 o P 6 6 ) "the value of 
p l a s t i c m a t e r i a l s i n which the c h i l d can express h i s ideas"o 
As Herbert Read p o i n t s out ( 3.P 1 6 3 ) the c h i l d ' s modes 
o f expression s i g n i f y " a dynamic mental process". He 
discusses " c e r t a i n f a c t o r s which make the a c t i v i t y of 
expression t e c h n i c a l l y possible - the expenditure o f muscular 
energy and the i m i t a t i o n s o f the graphic or p l a s t i c a c t i v i t i e s 
o f grown-up people". But "these f a c t o r s " ^ says Read,"do not 
e x p l a i n why the c h i l d should d e s i r e j not merely t o make a 
muscular movement w i t h a p e n c i l i n hand, and to give t h i s 
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movement i n t e n t i o n a l d i r e c t i o n s , but f a r t h e r to give an 
i n d i v i d u a l and personal meaning t o the sign he makes" o 
Expression, i s then, a psychological need f o r the 
childo The need i m p l i e s a desire to commimicate an 
i n t e n t i o n " t o a f f e c t other people". Expression i s , 
t h e r e f o r e , a s o c i a l a c t i v i t y . Read p o i n t s out ( 3 o P 1 6 4 ) 
t h a t "the most fundamental discovery of modem psychology 
i s the f a c t t h a t the i n d i v i d u a l can only be explained i n 
terms o f h i s s o c i a l adaptation = a process which begins 
w i t h h i s weaning, and i s not completed u n t i l he i s an 
i n t e g r a t e d member o f a s o c i a l u n i t , or series of s o c i a l 
u n i t s ( f a m i l y , trade union, church, parish^ n a t i o n . ) " 
Herbert Read discusses the conative aspect of expression 
as explained by S u t t i e i n h i s "Origins of love and Hate" 
and maintains t h a t "expression i s not an outpouring 
f o r i t s own sake, or the necessary c o r r e l a t e of 
perception: i t i s e s s e n t i a l l y an overture demanding a 
response from others." 
Susan Isaacs ( 2 4 , p o 9 8 ) c l a s s i f i e d the spontaneous a c t i v i t y 
o f c h i l d r e n i n t o three main types: (a) i n p e r f e c t i n g 
o f b o d i l y s k i l l s o f a l l s o r t s and joy i n movement and 1Jie 
c o n t r o l o f movement f o r i t s ' own sake; (b) make believe 
. p l a y ; (c) the d i r e c t concern w i t h p h y s i c a l things and 
w i t h animals and p l a n t s f o r t h e i r own sake and d i r e c t 
i n q u i r y i n t o t h e i r "why's" and "wherefore'So" 
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According to Susan Isaacs (24ePol01) "the f i r s t value 
which the p h y s i c a l world feias f o r the c h i l d i s as a canvas 
upon which to p r o j e c t h i s personal wishes and a n x i e t i e s . " 
The terra expression includes a very wide range o f 
a c t i v i t i e s - p h y s i c a l and mental. The non-visual 
modes o f expression cover the play a c t i v i t y , v erbal 
i n v e n t i o n s and music. The v i s u a l modes imply v i s u a l and 
p l a s t i c a r t s - drawing, p a i n t i n g and modellingo 
The e a r l i e s t explanation of the p l a y theory has been 
given by Kant and S c h i l l e r on the p h i l o s o p h i c a l side and by 
Proebel and Spencer on the psychological side. To t h i s 
should be added the work of K a r l Groos, P i a j e t , K l e i n and 
Susan Isaacs. Margg^et Lowyenfeld and Margaret van Wylick 
e x p l a i n i t on the basis o f genetic psychology. 
Perez, Preyer and S u l l y were among the e a r l y w r i t e r s 
who d e a l t w i t h v e r b a l inventions as an aspect of expresslono 
This aspect has been studied by Giese (1928), Ruth G r i f f i t h s 
(1935) and several American w r i t e r s such as Hughes Meams 
(1925), Harold Rugg and Ann Sh\imaker (1926), Hartman and 
Shumaker (1932) and Madleine Dixon (1939). 
With a view t o d e a l i n g w i t h t h i s aspect the c h i l d ' s 
' i n t e r i o r monologue' i n spoken or w r i t t e n form i s studiedo 
This, however, needs the pres.(^'ence of an a d u l t "whose 
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a c t i v i t i e s , " as Read p o i n t s out "may d i s t r a c t the c h i l d or 
even lead to a d e l i b e r a t e 'playing up t o ' the a d u l t comparable 
to s o p h i s t i c a t i o n i n drawing.)" I n a d d i t i o n t o t h i s 
disadvantage the c h i l d ' s phantasy may be " i n h i b i t e d by the 
d i f f i c u l t y of the technique of expression," Read i s of the 
op i n i o n , however,^ i n t h i s connection i t i s important "to 
record any v e r b a l f a n t a s i e s which the c h i l d spontaneously 
associates w i t h h i s drawings." Read advocates a t y p o l o g i c a l 
i n t e r p r e t a t b n o f the c h i l d ' s verbal inventions and maintains 
t h a t from t h i s p o i n t o f view, "the phantasy plus the drawing" 
obviously becomes a u n i t y . He considers i t possible"to 
e s t a b l i s h a c o r r e l a t i o n between the c l a s s i f i c a t i o n of the 
drawings and a c l a s s i f i c a t i o n of the accompanying verbal 
f a n t a s i e s according to Binet's tjrpes of apprehension, as 
expanded by M u l l e r . 
Bullough c o r r e l a t e s h i s own c l a s s i f i c a t i o n of types 
which he made on aesthetic grounds w i t h Binet's t3rpes as 
f o l l o w s : -
Objective o descripteur; e r u d i t . 
I n t r a - s u b j e c t i v e s observateur plus fmotionnel 
Associative s observateur plus emotionnel 
pl u s ^ r u d i t . 
Character s emotionnel plus observateur 
I n h i s "Aesthetisches und ausser=aesthetisches U r t e i l e n des 
Eindes bei Betrach tung von Bildwerken," published i n 1 9 1 2 , 
as quoted by Read," M u l l e r has expanded Binet's f o u r types 
i n t o s i x , namely, ( i ) d e s c r i p t i v e , ( i i ) observing, 
( i i i ) e m o t i o n a l l y - d e s c r i p t i v e , ^^ '^ ^ emotionally-observing 
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(v) e r u d i t e l y - d e s c r i p t i v e , and ( v i ) eruditely-observing. 
Read i l l u s t r a t e s h i s view by suggesting (3.p.160) 
t h a t "an enumerative drawing would be accompanied by a 
d e s c r i p t i v e s t o r y , an impressionist drawing by an emotionally 
d e s c r i p t i v e s t o r y , and so on." 
Music as an aspect o f expression has not been 
i n v e s t i g a t e d e i t h e r on p h i l o s o p h i c a l or psychological 
basis as much as the aspects of play and the verbal 
i n v e n t i o n s of the c h i l d , though i t s importance has been 
g e n e r a l l y recognised. 
lamparter (1932) i s perhaps the only i n v e s t i g a t o r who 
studied "expression i n music as an index to the psychology 
of the c h i l d . " Other i n v e s t i g a t o r s of note are Heinz 
Werner and H. Jacoby (1925) 
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CHAPTER I I I 
Expression i n A r t . 
Tolstoys i n h i s "miat i s Art?" w r i t t e n i n 1898 (25.pp.119-
120) examines three d i f f e r e n t d e f i n i t i o n s of a r t . That " a r t 
i s an a c t i v i t y a r i s i n g even i n the animal kingdom" and t h a t 
i t i s accompanied by a pleasurable excitement o f the nervous 
system" i s a d e f i n i t i o n derived from the conclusions o f 
S c h i l l e r , Darwin, Spencer and Grant A l l e n . This he c a l l s 
'the p h y s i o l o g i c a l - evo l u t i o n a r y d e f i n i t i o n ' and considers 
i t as inexact i n view of the f a c t t h a t "instead of speaking 
about the a r t i s t i c a c t i v i t y i t s e l f , which i s the r e a l matter 
i n hand, i t t r e a t s o f the d e r i v a t i o n of a r t . " That " a r t 
i s the e x t e r n a l m a n i f e s t a t i o n , by means o f l i n e s , colours, 
movements, sounds, or words, or emotions f e l t by man" i s the 
d e f i n i t i o n a r r i v e d a t by Veron. Tolstoy c a l l s t h i s "the 
experimental d e f i n i t i o n ; " but i n h i s view i t i s also inexact 
because "a man may express h i s emotions by means of l i n e s , 
c o l o u r s , sounds, or words and y e t may not act on others by 
such expression - and then the manifestation of h i s emotions 
i s n ot a r t . " That " a r t i s the production of some permanent 
o b j e c t or passing a c t i o n which i s f i t t e d not only t o supply an 
a c t i v e enjoyment to the producer, but to convey a pleasurable 
impression t o a number of spectators or l i s t e n e r s , q u i t e 
apart from any personal advantage t o be derived from i t , " i s 
the d e f i n i t i o n given by S u l l y , Since a number of "other 
a c t i v i t i e s which are not a r t " can be i n c l u d e d ^ " i n the 
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production of objects or actions affording pleasure to the 
producer and a pleasant emotion djo the spectators or hearers 
apart from personal advantage" t h i s d e f i n i t i o n ^ too, i s 
inexact <, 
"The accuracy of a l l these d e f i n i t i o n s j " says Tolstoy 
"arises from the f a c t that i n them a l l (as also i n the 
metaphysical d e f i n i t i o n s ) the object considered i s the 
pleasure a r t may give and not the purpose i t may serve i n 
the l i f e of man and of humanity," ThuSj he considers a r t 
as one of the conditions of human l i f e and defines i t as 
"one of the means of intercourse between man and man." 
Herbert Read considers a r t ( 3 o P o l 4 ) as "one of the 
most elusive concepts i n the h i s t o r y of human thought "and 
points out that t h i s i s explained by the f a c t that " i t 
has always been treated as a metaphysical conceptj whereas 
i t i s fundamentally an organic and measurable phenomenono 
Like breathing i t has rhythmic elements; l i k e speech, 
expressive elements; but ' l i k e ' does not i n t h i s case 
express an analogy: a r t is^deeply involved i n the actual 
process of perception, thought and bodily action,, I t i s 
not so much a governing p r i n c i p l e to be applied to l i f e , as 
a governing, mechanism which can only be ignored at our p e r i l . 
Read's f i n a l contention i s .that "without t h i s mechanism, 
c i v i l i s a t i o n loses i t s balance, and topples over into social 
and s p i r i t u a l chaos," 
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Whetheri as, "the supreme manifestation of the human 
s p i r i t , " and, therefore, (26<,p,xii) "a convincing representation 
of the t o t a l i t y of experience" or simply as (27<.p»268) a 
form of play" a r t remains an expression of the dynamics of 
human existence<= 
Wordsworth remarkably records the child's expressive 
a c t i v i t y (28op,417=18) when he says 
"Behold the c h i l d among hi s new-
born blisses,o oe 
See at his fee t , some l i t t l e plan 
or chart, 
Some fragment from his dream of 
human l i f e , 
Shaped by himself with newly-=-
learned art.»,„ 
Then w i l l he f i t his tongue 
To dialogues of business, love 
or s t r i f e ; o o o 
The l i t t l e Actor cons another part|.,o 
As i f his whole vocation 
Wsre endless i m i t a t i o n . " 
For Wordsworth (28<,p,415) poetry as an aspect of a r t i s 
"the expression of an emotion recollected i n t r a n q u i l i t y , " 
"There was a time when meadow, grove and 
stream, 
The earth, and every common sight, 
To me did seem, 
Apparelled i n c e l e s t i a l l i g h t , 
The glory and the freshness of a dream," 
According to Burt (27,p<,271) "the a r t i s t i n his studio, the 
poet at his desk, are not unlike the c h i l d i n the nurseryo 
Each i n creating his work of a r t i s v e n t i l a t i n g a Siaperfluous 
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emotion that finds no adequate sa t i s f a c t i o n i n the actual 
world." 
Burt ( 2 7 o p o 2 7 3 ) points out two important principles 
of the o r i g i n and ptirpose of art: 1= " M l a r t has i t s o r i g i n 
i n some powerful emotion that finds no natural outlet i n 
the b i o l o g i c a l or business neiids of everyday l i f e , " 2 , " I n 
many respects a r t forms a kind of wish-fulfilment." He 
also points out ( 2 7 . P o 2 7 6 ) the psycho-analyst's main conclusion 
that "the best poems, the best sto r i e s , and the best pictures, 
are l a r g e l y products of the mind's unconscious working." 
I t seems J however, that i n the a r t of the pre-historic 
or the p r i m i t i v e man, u t i l i t y was the guiding factor. This 
stage of a r t i s often associated with 'magic'. Primitive 
a r t has been c l a s s i f i e d i n t o three types. (26oPo31) Two of 
these types are geometric and one i s organic; "The geometric 
tjrpes are d i f f e r e n t i a t e d , one as a disinterested ornamental 
a r t a r i s i n g out of and during the course of technical process; 
the other as a purposive a r t determined by sjnnbolic ends," 
Paintings from the caves of Altamira i n Spain and ETiaux i n 
South Prance are examples of the organic type while earthenware 
vases and beakers and bronze vessels are examples of the 
geometric tjrpeo 
Though "the Capsian a r t ahd the Bushman a r t d i f f e r i n some 
respects from the Franco-Cantabrian type, especially i n 
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technique - they adopt the silhouette instead of the outline 
- a l l these arts have a s t r i k i n g s i m i l a r i t y i n t h e i r 
(26.p,37) "organic rhythm", t h e i r "emphasis on v i t a l i t y and 
movement," and t h e i r "fondness f o r hunting scenes." This 
phase of a r t , at a higher level of c i v i l i s a t i o n takes a 
s t y l i s e d form as i n Scythian a r t . 
Primitive a r t i s not always associated with magic; but 
when i t i s associated with magic i t expresses a concrete 
purpose. I t deals with m a t e r i a l i s t i c concreteness and 
explains p r i m i t i v e man's matter=of=fact attitude towards his 
environments Thus we have the e a r l i e s t pictures of mankind 
expressing concrete situations dealt with i n l i f e at various 
stages of c i v i l i s a t i o n . This point i s important from the 
w r i t e r ' s point of view; because i t w i l l be shown l a t e r i n 
the present study how t h i s aspect i s closely related to the 
chil d ' s expression i n h i s drawings. 
The a r t of p r i m i t i v e man often transgresses, however, the 
l i m i t s of the matter-of-fact world when the constant intercourse 
with the concrete usually i n a settled l i f e makes him 
formulate the concept of the transcendental which he 
imagines to be the sole causal factor of cosmic phenomena, 
l a t u r a l l y , then, he abandons the r e a l i s t i c aspect of his 
expression of the r e a l i n order to portray the transcendental. 
His expression takes the form of symbols which he abstracts 
from r e a l i t y . As Read puts i t , p r i m i t i v e man (26.p.46) 
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"geometrlclses his representation of the object, and i n this 
geometric figure finds a symbol of the s p i r i t u a l r e a l i t y J ' 
The Sanskrit word for ' l e t t e r ' i s 'akshara' which means "that 
which i s indestructible," Thus the sacred l e t t e r 'Om' 
which i s w r i t t e n as 3^ and which i s also a compound of three 
l e t t e r s 'a', ''u', m^', i s a symbol for God, or the three 
p r i n c i p a l gods or the almighty symbolising the three aspects 
of the divine power responsible for the creation, preservation 
and destruction of the universe. The word' ^Senski'lt' i t s e l f 
d e n o t e s ' c i v i l i s a t i o n ' c u l t u r e ' and the use of symbols as 
l e t t e r s representing the symbols of the c e l e s t i a l or the 
language of the divine, therefore, explains the o r i g i n of the 
c i v i l i s a t i o n of ancient India - c i v i l i s a t i o n which brought 
together the philosophical attitude of the Aryans and the 
a r t i s t i c a t t i t u d e of the aborigine. The laying out of 
geometric designs round the s a c r i f i c i a l altars and the abstrac'^' 
designs of a l t a r s themselves and f i n a l l y the sculpture show 
the stages of the visual and p l a s t i c a rt of ancient India, 
The significance of the 'Om' was l a t e r translated into 
sculpture representing the sacred t r i o - the ' T r i a u r t i ' 
(Plates 1,2.) This fundamental concept of G-od as evolved 
i n ancient India remained an i r r e s i s t i b l e source of 
i n s p i r a t i o n to the a r t i s t even when Buddhism ii/as at i t s 
greatest height. The Indian art - or rather the Hindu, Jain 
and Buddhist a r t - i s characteristic of a creative concept 
marked by philosophical vision i n addition to aesthetic 
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s e n s i b i l i t y and a r t i s t i c c a p a b i l i t y . This stage of a r t , 
however, i s usually associated with r e l i g i o n , though i t 
should be remembered that f o r India, r e l i g i o n i n i t s truest 
sense i s sjnionymous with philosophy. Hegel (quoted by Read 
i n his' 'Art and Society', p.75) r i g h t l y says i n his 'AesthetikJ 
that "what i s demanded f o r a r t i s t i c interest as also f o r 
a r t i s t i c creation i s , speaking i n general tenns, a v i t a l 
energy, i n which the universal i s not present as law and 
maxim, but i s operative i n union with the soul and emotions I " 
Development of a r t i n d i f f e r e n t parts of the world depends 
however, on various conditions c h i e f l y i n physical 
environment including the climatic factor which i s responsible 
f o r the formation of the body and the soul of a people who 
respond to the creative urge i n a way which i s e n t i r e l y 
t h e i r own. Thus Buddhism i n India and China, Mohammadanism 
i n Arabia, Persia and India, and C h r i s t i a n i t y i n Eastern, 
Southern and ITorthern Europe have determined d i f f e r e n t 
characteristic forms of a r t peculiar to the people of each 
single area. Their expression of the same rel i g i o u s theme 
i n a r t reveals t h e i r v i s i o n and a t t i t u d e . Expression i n 
a r t , therefore, d i f f e r s not only i n manner but also, to a 
remarkable extent, i n content according to the native 
environment of a race, i n spite of a seeming uniformity i n 
tenns of r e l i g i o n , p o l i t i c s , commerce or social ideology. 
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Art i n Europe became associated with secular aspects 
a f t e r the Renaissance, though at the same time i t must be 
admitted that i t was then that some of the e a r l i e r work also 
marked by t h i s aspect was revealed once again. Freedom 
gained by the individual from moral prejudices and s t r i c t 
d i s c i p l i n e s as well as r e s t r i c t i o n s imposed by r e l i g i o n 
appealed to the creative impulse of the a r t i s t who could see 
his way to produce a work of a r t which revealed his 
personality: a work of a r t i n which i t was possible f o r 
him "to depict his personal vision or phantasy". Since 
then, Art has become associated f i r s t with idealism marked 
by moralisation and l a t e r with r a t i o n a l i s a t i o n . 
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CHAPTER IV 
The Approach i n r e l a t i o n to Free Drawing 
( i ) A hypothesis 
( i i ) The problem and method of enquiry 
( i i i ) Expression at various age levels 
( i v ) Some case studies 
(v) Influence of environment 
(vi ) Influence of intelligence 
( v i i ) Influence of imagination 
( v i i i ) D i s t r i b u t i o n of interests at various 
age levels 
(i x ) Consistency i n verbal and p i c t o r i a l 
expression 
(x) Measurement of a r t i s t i c a b i l i t y 
( x i ) Realism i n the a r t of children 
( x l i ) Summary 
( i ) A hypothesis. 
The impact of c i v i l i s a t i o n claiming conditions of 
behaviour such as politeness and other forms of social 
d i s c i p l i n e to be related to a l l expressive a c t i v i t y 
controls (and often i n h i b i t s ) expression. The human 
mind, therefore, invents symbols such as drawings or word-
pictures i n terms of poems or stories hiding the real 
i d e n t i t y and achieves expression via such symbolism. 
Children translate t h e i r excitement (which contributes to 
creative process) into pictures, into play, i n t o phantasy-
thinking, into oral and wr i t t e n composition, int o a l l 
expressive behaviour. The c h i l d records his images which 
loom large i n a t o t a l s i t u a t i o n i n which he i s the chief 
actor. I n the awareness of t h i s t o t a l s i t u a t i o n the 
chi l d creates . Free drawing, being a spontaneous a c t i v i t y 
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Younger children's interests are perhaps solely 
recreational. Their f i e l d of a c t i v i t y i s home. The 
nature of a c t i v i t y i s play and exploration. Home i s to 
be found almost invariably i n the pictures done at the age 
of fiveo The g i r l s usually have developed even by t h i s 
age a subjective a t t i t u d e . Both boys and' g i r l s (and, of 
course, g i r l s much more frequently) present themselves i n 
t h e i r pictures, G-irls represent themselves as more important 
than other characters i n t h e i r pictures. 
The g i r l who drew the School Party" (Plate 3) pointed 
to the figure on the extreme l e f t and said,"That's me" 
The w r i t e r admired the beautiful dresses the g i r l s were 
wearing. " I think mine i s a lovely one," she said 
confidently. On the other hand boys are rather objective. 
They usually pay more attention to details other than 
themselves6 
Children i d e n t i f y not only themselves but t h e i r friends 
and other people with the figures i n t h e i r pictures. Pointing 
to a figure i n his picture a small boy said, "This i s me". 
Then he proceeded to name the other three figures, "This i s 
Peter Walker; t h i s i s Timy Walton and t h i s i s Jerald Walker," 
He i d e n t i f i e d them a l l as confidently as an adult would 
i d e n t i f y h i s friends i n a photograph. 
As early as at t h i s age, i t i s often possible to 
disti n g u i s h the choice of colours f o r boys and g i r l s . Boys 
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tend to use more brown and dark blue and other dark colours. 
Gi r l s seem to be very fond of bright red and yellow and 
l i g h t , but b r i g h t green. Later t h e i r choice f a l l s f o r the 
i n s i p i d versions of the same colours when they get s p o i l t 
under the influence of the adulto 
There i s a marked difference i n the symbols they adopt 
f o r human figures. Fig. 3, 4, and 5 are the three symbolic 
versions of g i r l s aged 5* 6 and 7, whereas Fig. 6 and 7 
are the symbolic versions of boys aged 6 and 7o 
Plate 4 i s a picture done by a g i r l of 6 years. Pointing 
to the figure she said, "That's my d o l l i n the chair, and 
I am upstairs. Mum i s working," Now, though neither she 
nor her mother i s drawn i n the picture, both of them are 
included i n the picture according to her. This i s where 
the child's logic d i f f e r s from the adult's. The boy's 
logic again d i f f e r s s l i g h t l y from the g i r l ' s ; f o r he i s 
more objective. Plate 5 i s a six-year-old boy's version 
of "The Football Field", The same foo t b a l l i s shown a l l 
along the way i t passes along on the f i e l d , and the goals 
on both the sides show the score, A boy of f i v e heavily 
painted the whole sheet of paper with dark green, blue and 
purple with some yellow and called i t "The Christmas Tree 
i n the dark wood" 
Boys by the age of six often tackle subjects l i k e 
"The Fire Engine". t h i s i s characteristic of the 
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development of t h e i r "wonder" interests. Plate 6 shows a 
picture of "The Engine Shed" done by a boy of seven. The 
y 2)ver emphasis on the smoke and the m u l t i p l i c i t y of the 
funnels of the engine contributing immense smoke to each of 
the seven chimneys of the shed indicate the intensity of his 
expression and his conception of the wonderful. 
A g i r l agecsix painted a picture of "Wedding", 
Fairyland pictures appeal more to g i r l s . This i s the 'wonder' 
stage, a preliminary to the development of s c i e n t i f i c and 
l i t e r a r y i n t e r e s t s . Boys r e t i r e sooner to the concrete aspect 
of things- they see i n t h e i r actual environment, while 
the g i r l s l i n g e r on i n t h e i r world of phantasy. Boys tend 
to paint "Three Bears" rather than a scene from a f a i r y story. 
I n t h e i r f a i r y l a n d pictures, t h e i r interest l i e s i n the 
p o s s i b i l i t y of playing an adventurous part or doing some 
manly job. Boys bring more of the environment, i n addition 
to home into t h e i r pictures, A boy of 5 called his picture 
"Dark i n the Street". They draw 'buses showing l o t s of 
people i n them. G i r l s draw pictures of "My House" rather 
than street scenes. 
By the age of seven, boys show a marked tendency to 
portray scenes marked by t h e i r interest i n movement, action 
and adventure, A boy painted an engine and called i t , 
"The t r a i n i s going a long way," I n the same picture, he 
drew several birds, aeroplanes, a cloud and the sun a l l 
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going i n the same di r e c t i o n . Here, we f i n d a mixed stage 
of 'wonder' and 't r a v e l ' i n t erests. Later, t h i s tendency 
may take a d e f i n i t e turn to mechanical or constructional 
i n t e r e s t or d i r e c t or i n d i r e c t interest i n exploration and 
t r a v e l . At one time or another a l l children probably show 
'ceremonial' interests which are recorded by them i n pictures 
i n which the flags are out because the king i s coming, or 
i n pictures, showing Christmas and wedding scenes. 
The young g i r l often draws a picture which she explains 
by saying, "Mum and Dad and I are going f o r a walk," or, 
" I am taking Mag, our dog f o r a walk," The young boy i s , 
however, not s a t i s f i e d only with a walk, A boy of six 
painted a picture showing Mammy and Daddy on the bridge 
while he was playing with other boys i n the park, A g i r l 
of s ix did a picture which she proudly called "Going f o r a 
walk i n my best frock," Another g i r l of six explained 
her picture thus, "Me and Mum going out for a walk i n the 
wood. The dog i s named Judy. He never noticed the pussy 
cat." 
Some g i r l s and a l l g i r l s at one time or another are 
keen on patterns. Their l i t t l e symbols of stars or flowers 
are repeated a l l over l i k e t h e i r l i t t l e words. Some boys 
too, are often keen on patterns which are, however, bolder 
and t h e i r motifs are a l i t t l e d i f f e r e n t from g i r l s . This 
tendency may reveal, however, the personality patterns of 
such boySo 
=42= 
Boys are f a r more keen on vehicles than g i r l s . Their 
pictures of home environment d i f f e r from g i r l s i n some respect, 
A boy aged six i n his "At Home" picture included an aeroplane 
f l y i n g i n the sky and himself standing i n the garden. Another 
boy aged f i v e painted a picture about "Boys playing, throwing 
sticks and stones at one another." A g i r l aged f i v e 
painted"Jennifer tls d o l l , outside her doll's house"; while 
another g i r l of the same age painted "Eileen and I playing on 
the grass," A boy aged six painted, "(Jetting apples with 
daddy o f f the tree"; while a g i r l of the same age drew, 
"Underneath the apple tree" I t i s not uncommon to notice 
i n the picture of a boy as young as f i v e years old his 
in t e r e s t i n adventurous a c t i v i t i e s , A boy of f i v e drew 
a picture representing himself " I n the middle of the wood" 
i n mh.±ch he was manipulating his bow and arrow. By the 
age of s i x , considerable development of interest i n 
adventure i s noticeable i n boys' work, "Cowboys and Indians" 
are done withgreat enthusiasm and a r e a l f i g h t i s taking 
place between them. 
Biological i n t e r e s t of both boys and g i r l s are noticeable 
Grirls usually go i n more f o r flpwers; while boys are more 
keen on birds and animals. 
More restlessness and a c t i v i t y are seen i n boy's pictures. 
More and more of mechanical interests become noticeable, 
A boy of f i v e drew a windmill, A boy of six drew a car 
and himself beside called i t , "My toy car" 
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By the age of seven the child's f i e l d of a c t i v i t y and 
experience enlarges considerably and t h i s i s noticeable i n 
pictures of "Harvest," "Countryside," "At the h i l l s , " "The 
cr i c k e t f i e l d , " "The f o o t b a l l f i e l d , " "The Engine Shed," 
"The car journey", "Across the sea catching f i s h . " 
"Buckingham Palace." 
Girls at seven s t i l l keep t h e i r interest i n home 
environment f i r s t , and t h i s i s noticeable i n pictures of 
"Our House", "My Party", "My Garden", "At Home", At Home -
playing chase", "My cat and dog", "Playing b a l l at the 
gate". These t i t l e s indicate t h e i r subjective a t t i t u d e . 
Some g i r l s at t h i s age, go beyond the boundary of the 
home environment and represent i n t h e i r pictures, places 
and a c t i v i t i e s of a social environment. Thus they love to 
draw pictures of park scenes i n which they appear as swinging 
or playing or pushing t h e i r d o l l ' s prams. Their interests 
begin to be more extensive. Pictures about distant lands 
and peoples begin to appear. The environment ^diich g i r l s 
represent i s very usually urban. Their a c t i v i t i e s are 
recreational, domestic and social. 
Boys' pictures, also, can be interpreted i n terms of 
a c t i v i t y and environment. Their a c t i v i t i e s are c l e a r l y 
'boyish' as distinguished from ' g i r l i s h ' and explained by 
t i t l e s l i k e "playing with a donkey", "the cowboys", 
H,M.S. Vanguard leaving the docks," "Newcastle v, Sunderland 
"A bike bumping into a 'bus," 
(b) Between the ages of 8 and 10 years. 
About the age of eight the environment represented i n 
children's pictures becomes more complex. 'Home' pictures 
are fewer and mainly done by g i r l s ; but they show elaborate 
gardens with f a c i l i t i e s f o r play. More details of buildings, 
flowers, trees and dresses indicate the development of t h e i r 
power of obseirvation. The f r o n t i e r s of t h e i r f i e l d s of 
observation and a c t i v i t y extend to farms and resorts l i k e 
the seaside or frequently places, a few miles away from t h e i r 
home, A g i r l drew a picture of 'home' with a garden. She 
wrote and struck o f f 'home' three times and f i n a l l y decided 
upon the t i t l e of "House i n the Wood." Another g i r l drew 
a picture of "Christmas Day" which represented her own house 
and her family including the dog out i n the snow amplified 
her p i c t o r i a l expression with the words "the sun i s out and 
i s melting the snow," 
Social interests begin to appear i n the pictures done 
by g i r l s , A g i r l drew a picture about " V i s i t i n g neighboiurs," 
Another drew a picture of "My aunty's wedding" i n which she 
was one of the bridesmaids and her aunty was wearing an 
elaborate dress as distinguished from the very simple one 
of the bridegroom. 
Domestic interests appear i n pictures l i k e "My mother's 
washing day." A picture about "a l i t t l e g i r l and her 
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mother going to t h e i r aunty's" (Plate 7) done by a g i r l of 
eight i s an example of the expression of the child's 
psychological need f o r exploration and social a c t i v i t y . 
As a re s u l t of exploration and social a c t i v i t y , experience 
becomes richer and gets associated with seasonal events such 
as "Christmas Eve" "A Spring walk", "Gathering bluebells 
i n the wood with my dog," "A Pantomime: Sleeping Beauty", 
Boys' pictures are marked by adventure. The 
environment they represent i s farther away from home and 
t h e i r creative need finds expression i n t h e i r love of the 
curious and the colourful = i n exciting action, exploring 
the unknown and encountering the imaginary ho s t i l e elements 
which haunt t h e i r world of phantasy. Thus while domesticity 
and s o c i a b i l i t y are the marked characteristics of g i r l s ' 
drawing, exploration and action are the marked characteristics 
of boys' drawing. Their seaside pictures also depict the 
same characteristics. 
Boys draw pictures of trai n s with over emphasis on 
engines which they invariably want to drive at " f u l l speed". 
They draw scenes of seaside where they l i k e to f i s h while 
watching the ships that go past them or drive a motor boat 
at " f o r t y miles per hour" or s a i l i n a ship, usually as her 
Captain, f o r some distant land. They l i k e to draw the 
"Viking ships" and the"Roman Galleons," undoubtedly expressing 
t h e i r love of adventure. 
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Grirls i n t h e i r seaside p i c t u r e s on the other land, 
love t o represent an urban environment w i t h i c e cream s t a l l s 
and "Punch and Judy"» They l i k e to b u i l d c a s t l e s i n sand, 
p l a y a t b a l l and have perhaps a pleasure t r i p i n a boato 
There seems t o be a marked decline i n the a r t i s t i c 
of 
expression of c h i l d r e n / n i n e and over. The richness of 
expression^ o r i g i n a l i t y , freshness, naivete, imagination 
and observation i s to a considerable extent l o s t . 
The g i r l , though s t i l l h i g h l y s u b j e c t i v e , o f t e n 
obscures her i d e n t i t y d e l i b e r a t e l y when she gives her 
p i c t u r e a t i t l e l i k e "A l i t t l e g i r l and her mother g e t t i n g 
t h e i r tea i n the garden." She now s t a r t s t a k i n g i n t e r e s t 
i n shopping. The environment of her experience and a c t i v i t y 
i s expanding more and more« T i t l e s l i k e "My b i r t h d a y 
Party" are g e t t i n g fewer. 
Boys show t h e i r i n t e r e s t i n sports. They o f t e n d i s p l a y 
mechanical i n t e r e s t s i n t h e i r drawings. 
Pl a t e s 8 and 9 are two t y p i c a l examples of the seaside 
p i c t u r e s done by boys and g i r l s of nine. I t would be 
i n t e r e s t i n g to compare these w i t h p l a t e s 10 and 11 dealing 
w i t h the same theme by a g i r l of seven and a boy of e i g h t . 
Boys' keeness on t r a i n s and steamers may re v e a l t h e i r 
"wonder", mechanical or t r a v e l or occupational i n t e r e s t s . 
I n order to determine these i n t e r e s t s , a t a l k on these 
p i c t u r e s , w i t h boys, t h e i r w r i t t e n composition and t h e i r 
response t o a p r o j e c t i o n t e s t may prove of great help. 
This p o i n t w i l l be discussed i n a l a t e r chapter. 
Very few p i c t u r e s o f the home environment are done at 
the age of ten and u s u a l l y i t i s only g i r l s who show i n t e r e s t 
i n t h i s d i r e c t i o n . They often draw a house i n the wood 
which has h a r d l y any woodland environment.- However, t h e i r 
p i c t u r e s r e v e a l , d i r e c t l y or i n d i r e c t l y , t h e i r love of 
"countryside" environment which has, o f t e n , as a matter of 
f a c t , an urban aspect. Their p i c t u r e s also reveal t h e i r 
l i k i n g f o r a l i t t l e more desolate environment when t i t l e s 
l i k e " a s o l i t a r y cottage" w i t h a t r a c k sign p o i n t i n g " t o the 
moors" are given. Their p i c t u r e s reveal t o an appreciable 
ex t e n t t h e i r s o c i a l i n t e r e s t s , f o r example, p i c t u r e s 
d e p i c t i n g scenes from pantomimes, drama and sometimes dances 
or p i c t u r e s o f young l a d i e s wearing c o l o u r f u l costumes or 
p i c t u r e s o f the seaside. 
Sometimes a centre of i n t e r e s t may l i e beyond the 
f i e l d of a c t i v i t y w i t h which the c h i l d i s d i r e c t l y associated. 
Thus, i n t e r e s t s may develop without having intimate 
experience of what the c h i l d i s i n t e r e s t e d i n . A boy from 
a cottage home painted a fann scene. He had never been on 
a farm; but he would love to go and l i v e i n a farmhouse; 
because he l i k e d animals. 
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Some p i c t u r e s done a t the age of ten reveal the 
development of the c h i l d ' s "wonder" i n t e r 6 s t s , A boy painted 
an under water scene i n b e a u t i f u l colours. He had been to 
the I s l e of Man f o r a h o l i d a y . He was allowed by an o f f i c e r 
on bosird h i s ship to see under water "through some kind of 
pipe". Since then i n t e r e s t had remained w i t h him. He would 
no t , however, l i k e to work as a d i v e r (he would l i k e t o Join 
the A i r Force); but he would l i k e to go down under " t o see 
what i s there." 
Boys o f t e n seem to be keen on themes of adventure. 
A new i n t e r e s t i n ex p l o r a t o r y movement at t h i s age i s 
revealed i n t h e i r p i c t u r e s of "Camping". 
(c) Betwen the ages of 11 and 13 years. 
The subjects d e a l t w i t h i n the p i c t u r e s done by c h i l d r e n 
o f eleven are h a r d l y o r i g i n a l . G i r l s r e s t r i c t t h e i r themes 
almost e x c l u s i v e l y to scenes from countryside and urban areas, 
and t o scenes from drama and pantomimes. Boys on the other 
hand show t h e i r i n t e r e s t i n sports and camping and to some 
extent i n nature-study, e s p e c i a l l y i n the study of b i r d s . 
A grammar school boy painted " s w i f t s migrating" Another 
boy from the same school drew a p i c t u r e on "playing f o o t b a l l " 
i n which he represented himself scoring a goal. 
I n some backward boys, the symbolic stage p e r s i s t s even 
t i l l the age o f eleven. This i s explained by the low 
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i n t e l l i g e n c e 0 A lower stream boy from a secondary modern 
school i n h i s seaside p i c t u r e drew a ship w i t h f l a g s on the 
s t e m and the prow f l y i n g i n opposite d i r e c t i o n s . He 
represented passengers i n symbolic terms. 
Grammar school boys show academic i n t e r e s t s . They seem 
t o be more subject-minded than the secondary modern school 
boys. Geographical i n t e r e s t s are shown, however, perhaps 
t o a greater extent, by the secondary modem school boys 
than the Grammar school boys. T i t l e s l i k e , "The Rockies" 
and p i c t u r e s d e p i c t i n g scenes from d i s t a n t countries show, 
i n a d d i t i o n to geographical i n t e r e s t s t h e i r i n t e r e s t i n t r a v e l 
and adventure. P i c t u r e s dealing"with "Undersea b a t t l e " 
and "A submarine" r e v e a l t h e i r "wonder" i n t e r e s t s . P i c t u r e s 
of aeroplanes, b a t t l e s h i p s and "Old fashioned galleons" 
i n d i c a t e t h e i r i n t e r e s t i n adventure r a t h e r than t r a v e l . 
I n countryside p i c t u r e s done by g i r l s t h e i r emphasis 
on houses i s very n o t i c e a b l e . They l i k e to give names 
t o t h e i r houses: " H i l l House", "White House" and so on. 
They give good d e t a i l s of houses. They mark " L e t t e r s " on 
the door. They hang c u r t a i n s i n the windows. Their 
i n t e r e s t s are markedly domestic. A g i r l drew and painted 
"A c a s t l e i n the wood." Her. c a s t l e had nice b i g windows 
w i t h c u r t a i n s . I t had a b i g door, s i m i l a r t o one of a 
garage r a t h e r than a gate. I t s walls were painted green. 
A c a s t l e drawn by a boy, on the other hand^, looks more l i k e 
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a c a s t l e than a house. 
Secondary modem school g i r l s aged eleven and twelve l i k e 
t o draw and p a i n t shop scenes c l e a r l y d i s p l a y i n g notices 
such as "prices reduced from £21 to £12", "Sale" , "Children's 
gym dress," "Handbags" and so on along w i t h "Open" and 
"Welcome" on the door, 
A g i r l drew a very or d i n a r y p i c t u r e but gave i t a t i t l e 
as "The best t h i n g s i n l i f e Mother Nature provides". She 
drew a l i t t l e pond w i t h ducks swimming. A n o t i c e reading, 
"Pishing s t r i c t l y p r o h i b i t e d " was erected by the pool. 
This i s an example o f the f a c t t h a t c h i l d r e n aged twelve 
and over o f t e n t r y t o amplify t h e i r p i c t o r i a l expression 
w i t h v e r b a l expressione 
The domestic aspect of l i f e appears i n p i c n i c p i c t u r e s 
which are o f t e n e n t i t l e d "country"scenes. The s p i r i t of 
h o l i d a y i n g i s more prominent than t h a t of h i k i n g . The 
s i t e s chosen by g i r l s i n these p i c t u r e s are not f a r from 
the urban areas. Association w i t h home i s o f t e n revealed 
e i t h e r when the home i s placed i n the distance o f the 
i n t e r i o r or the e x t e r i o r p a r t of the home i s portrayed 
c a r e f u l l y . 
P i c t u r e s d e a l i n g w i t h g i r l s or women wearing eighteenth 
century costumes suggest the influence of l i t e r a t u r e , 
e s p e c i a l l y novels or f i l m s d e p i c t i n g the l i f e of those days. 
The subjects i d e n t i f y themselves w i t h the heroines of some 
novels l i k e "Pride and Prejudice" or "Jane Eyre". This 
tendency compensates f o r what they l a c k i n t h e i r present 
l i f e . 
The i n t e l l e c t u a l and emotional aspects of expression 
become obyious when p i c t u r e s are given t i t l e s l i k e , "IThen we 
r a b b i t s and k i t t e n s were very young," " I s Daddy coming yet?" 
U s u a l l y j i t i s the grammar school g i r i b who deal w i t h such 
themesa 
Glimpses o f childhood are s t i l l revealed i n the p i c t u r e s 
done by some g i r l s a t the age of twelve. This seems t o be the 
age f o r s e r i o u s l y s t a r t i n g hobbies. One g i r l a c t u a l l y , 
gave her p i c t u r e the t i t l e , "Hobbies" I n the same p i c t u r e 
she represented h e r s e l f p a i n t i n g , k n i t t i n g , reading, c y c l i n g , 
h i k i n g and camping. This i s the stage where we f i n d a 
balance between the exploratory and the domestic a c t i v i t i e s of 
the c h i l d . 
I n p i c t u r e s of C i n d e r e l l a and Snowhite^ g i r l s i d e n t i f y 
themselves w i t h the heroines. This perhaps reveals t h e i r 
p s y c h o l o g i c a l need f o r an exter n a l help = some sympathy 
withwhich t h e i r q u a l i t i e s are appreciated. They are conscious 
of t h e i r own m e r i t s and f e e l t h a t they are not adequately 
appreciated by parents at home or teachers a t school. 
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W r i t t e n expression i s sometimes used as a p a r t of the 
p i c t u r e . This shows not only the extent and d e t a i l s of 
observations or i n t e r e s t i n l i t e r a t u r e but also reveals 
the c h i l d r e n ' s d e l i b e r a t e e f f o r t t o make up f o r the 
inadequacy of t h e i r a r t i s t i c a b i l i t y . This approach i s 
i n t e l l e c t u a l , and i n t e l l e c t u a l c h i l d r e n tend to be more 
self-consc ious. 
A g i r l of twelve painted a p i c t u r e and c a l l e d i t 
"My W i l l " and used i t as an i l l u s t r a t i o n of a poem which 
she copied on the same sheet: 
" I would l i v e i f I had my w i l l . 
I n an old stone grange on a Yorkshirce H i l l , 
I v y = e n c i r c l e d , l i c h e n streaked, 
Low and mullioned, gable peaked, 
With a v e l v e t lawn and a hedge of yew" 
T i t l e s given by grammar school g i r l s to t h e i r p i c t u r e s 
suggest t h a t t h e i r l e v e l of i d e a t i o n i s generally higher 
than the secondary modern school g i r l s . They have a marked 
preference f o r countryside p i c t u r e s over urban ones, while 
the secondary modern school g i r l s have a preference f o r 
drawing p i c t u r e s , r e v e a l i n g t h e i r domestic i n t e r e s t s and 
t h e i r l i k i n g f o r the urban environment. 
C o n s t r u c t i o n a l i n t e r e s t s among boys are c l e a r l y 
n oticeable i n t h e i r p i c t u r e s a t about the age of twelve. 
The s p e c i a l care w i t h which they t r e a t c e r t a i n d e t a i l s i n 
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ships, engines or aeroplanes show the i n t e n s i t y of t h e i r 
i n t e r e s t and a f f o r d an estimate of t h e i r c o n s t r u c t i o n a l j 
a r t i s t i c and i n t e l l e c t u a l a b i l i t y . H i k i n g and camping 
i n t e r e s t s are revealed e s p e c i a l l y i n boys' drawings while 
p i c n i c s are more popular among g i r l s . Some p i c t u r e s done 
by both boys and g i r l s deal w i t h desoltkte areas. 
There seems t o be a predominant tendency at t h i r t e e n 
to ramble i n and explore desolate = uninhabited = areas 
c a l l i n g f o r the s p i r i t of adventure. A t i t l e l i k e , "The 
l o n e l y cottage by the l a k e " does give some idea of the 
i n t e l l e c t u a l and emotional aspect of the subject. 
Consideration o f the t i t l e and the a r t i s t i c a b i l i t y displayed 
i n the p i c t u r e i n tenns of c o n s t r u c t i o n a l , b i o l o g i c a l and 
topographical d e t a i l s and choice and use of colours, 
o r i g i n a l i t y of the theme and emotional expression through 
form may help i n estimating the i n t e l l i g e n c e and i n t e r e s t s 
of the childo 
P i c t u r e s done by g i r l s of t h i r t e e n reveal a marked 
development of i n t e r e s t i n s o c i a l and domestic a c t i v i t i e s . 
"Flower vases" begin t o appear as the sole theme i n the 
p i c t u r e s of some g i r l s , "Fancy dress", " B a l l e t " and 
"Skating" i n d i c a t e the development o f t h e i r s o c i a l i n t e r e s t s 
while those dealing w i t h themes l i k e " I n a nursery", "The 
dog kennels" e t c , i n d i c a t e the development of t h e i r domestic 
i n t e r e s t . A g i r l who could not decide upon any s u i t a b l e 
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subject drew a very ordinary p a t t e r n but gave i t an 
elaborate t i t l e : "A p a i n t i n g of a decorative f i g u r e , " This 
i s the stage where the i n t e l l e c t u a l and the i d e a t i o n a l l e v e l 
o f the self=conscious c h i l d r e n who are now less imaginative 
compensates f o r t h e i r inadequacy. I t i s from now on t h a t 
i n the expression of the adolescent ideas predominate markedly, 
T h e i r longing f o r s o c i a l approval becomes manifest i n t h e i r 
p i c t u r e s of s k a t i n g and dancing i n which they almost 
i n v a r i a b l y represent themselves* 
(d) Between, the ages of 14 and 17 
Self=consciousness appear t o be so marked a t the age 
of f o u r t e e n and a f t e r t h a t c h i l d r e n then draw or p a i n t w i t h 
g reat r e s t r a i n t . Only those who are sure about t h e i r a b i l i t y 
may be found t o be exceptions. They har d l y show any 
o r i g i n a l i t y i n t h e i r work. Usually, they copy some p i c t u r e 
they remember. Most of them, a t t h i s age axe not expressive 
i n terms of v i s u a l a r t . A p r o j e c t i o n t e s t (and not merely 
f r e e expression of i n t e r e s t through a r t ) may be of great 
h e l p . They o f t e n draw stereotyped p i c t u r e s of the countryside. 
Many of them are o f t e n not q u i t e f r a n k , and f o r t h a t reason 
a subtle p r o j e c t i v e method i s , perhaps a more h e l p f u l approach. 
W r i t t e n expression i s not i n f r e q u e n t l y used t o amplify 
the a r t i s t i c expression. A g i r l of fourteen d i d a drawing 
of "music". I n i t were drawn a piano, a r a d i o , a gramophone 
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and several records and, i n a d d i t i o n to these several musical 
p u b l i c a t i o n s such as "Studies f o r piano by ,,.," "Old-fashioned 
Dance Tunes", " T w i l i g h t by "Popular B a l l a r d s , " 
"Sonata: Mozart: Vol,2" and so on. Imagination seems to be 
g e t t i n g l i m i t e d . Flower vases o f t e n appear as the themes of 
p i c t u r e s which i n d i c a t e t h e i r domestic i n t e r e s t s r a t h e r than 
b i o l o g i c a l or a r t i s t i c . 
P i c t u r e s are o f t e n given elaborate t i t l e s such as "A 
scene i n the English Lake D i s t r i c t i n Spring", "Mary and Joseph 
and Jesus being v i s i t e d by the Shepherds". Sometimes a t i t l e 
l i k e "The Skater p r a c t i s i n g f o r a great event" i s given t o 
a p i c t u r e and t h i s i n d i c a t e s the l e v e l of a s p i r a t i o n and a 
lo n g i n g f o r s o c i a l approval. Development of s o c i a l i n t e r e s t s 
i s revealed i n p i c t u r e s d e a l i n g w i t h " B a l l e t " scenes. "A v i l l -
age by the sea" showing a less urban environment gives an 
i n d i c a t i o n of a f i e l d of i n t e r e s t i n terms of an i d e a l i s e d 
environment r a t h e r than an urban one which counterbalances 
what i s l a c k i n g i n the c h i l d ' s actual environment. The 
beginning of occupational i n t e r e s t s i s seen i n p i c t u r e s 
d e a l i n g w i t h themes such as " L a n d g i r l " . 
Boys a t fourt e e n and a f t e r , u s u a l l y (unless they have 
been educated i n schools where due consideration i s given to 
the c r e a t i v e side of a r t i s t i c expression) r e s t r i c t t h e i r themes 
mainly t o sports, t o scenes from l i t e r a t u r e and h i s t o r y , to 
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nature=study and t o occupational a c t i v i t i e s o 
G i r l s do not seem t o be i n t e r e s t e d i n mechanics as 
a whole, A g i r l of f i f t e e n , howeverj was found t o be an 
exception. Though the t i t l e she gave to her p i c t u r e was 
"My Brothers" J the d e t a i l s such as the motor bike her biD thers 
were r e p a i r i n g and the t o o l s gave some idea of her p r a c t i c a l 
i n t e r e s t s . Another g i r l drew a p i c t u r e r e v e a l i n g c e r t a i n 
i n t e r e s t s p e c u l i a r t o boys. 
The choice of subjects i s g e t t i n g more and more 
l i m i t e d at the age of f i f t e e n and a f t e r . Very few o r i g i n a l 
themes are t r e a t e d . Passive r e c r e a t i o n a l a c t i v i t i e s l i k e 
reading now appear as one of the themes of p i c t u r e s which 
also r e v e a l s o c i a l , t r a v e l , a t h l e t i c and occupational 
i n t e r e s t s of both boys and g i r l s . 
G i r l s ' p i c t u r e s of houses suggest a r e t u r n to "home" 
v^iich i s a common theme f o r young c h i l d r e n who a f t e r the 
age o f about seven or e i g h t do not generally choose "home" 
as t h e i r subject. The s o c i a l and domestic aspect 
predominates i n t h e i r work. A p i c t u r e on "Behind the scenes 
of a dress salon" may rev e a l the g i r l ' s longing f o r s o c i a l 
approval and her a r t i s t i c i n t e r e s t s . T i t l e s are ofte n 
given i n a flowery language as i n "A vase of f l o w e r i n g shrub" 
or "Grace on the i c e " when she represents h e r s e l f skating. 
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'Flower vases' and nature drawings continue i n the 
p i c t u r e s done by g i r l s of sixteen and seventeen. Verbal 
expression i n teniis of t i t l e s o f t e n elaborate the themes 
of p i c t u r e s done by boys as w e l l as g i r l s , A boy of sixteen 
gave h i s " F o o t b a l l " p i c t u r e a t i t l e of "A close shave: 
I n c i d e n t i n a soccer match" A g i r l cf sixteen chose the 
f o l l o w i n g t i t l e : "Embroidery = Design f o r Fiirsery Firescreen 
( s t i t c h e s not shown)" Thus, i t seems t h a t the a r t i s t i c 
a c t i v i t y of o l d e r c h i l d r e n takes a purposive t u r n . G i r l s 
begin t o show t h e i r i n t e r e s t i n "mannequin parades" and u s u a l l y 
they represent themselves as models i n t h e i r p i c t u r e s . Not 
i n f r e q u e n t l y the church becomes the theme and a t i t l e l i k e 
"A refuge" or "Solitude" i s given. Obviously they thus 
d e p i c t the world of t h e i r phantasy i n t o which they escape 
from the a c t u a l environment which f a i l s to s a t i s f y t h e i r 
p sychological needs adequately. Thus the a r t s of older 
c h i l d r e n (and sometimes of younger c h i l d r e n as well) o f t e n 
serves f o r a c u l t u r i s e d form o f phantasy, "There i s a vast 
amount of phantasy i n ordinary people," says Kimball Young 
(29 p.174) " I n the world o f the a r t s d i r e c t e d phantasies 
are of high importance,,.. When daydreams are projected i n t o 
the stream o f s o c i a l i n t e r c o u r s e , they may take on c r e a t i v e 
importance i n r e l i g i o n , a r t and science," 
The g i r l a t t h i s age sometimes chooses a theme l i k e 
"The musicians a t a concert" i n which she i d e n t i f i e s h e r s e l f 
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as one of the musicians, u s u a l l y p l a y i n g on a piano. The 
character i d e n t i f i e d w i t h h e r s e l f i s dressed according t o 
her own t a s t e s . The choice swingsj however, between the 
s o c i a l and the s o l i t a r y and a l t e r n a t i v e l y she chooses a 
theme l i k e "Over the h i l l s and f a r away" or compromises 
between the s o c i a l and the s o l i t a r y when she decides upon 
a subject l i k e "Holidaying w i t h a farming f a m i l y w h i l s t 
they work and p l a y . " 
Domestic and s o c i a l trends continue t o mark the p i c t u r e s 
done by g i r l s o f seventeen. T i t l e s l i k e " T r a n q u i l i t y " and 
" S o l i t u d e " are not uncommon and t h e i r p i c t u r e s dealing w i t h 
such themes r e v e a l t h e i r secondary world = the world o f 
phantasy - i n t o \i*iich they l i k e t o r e t i r e and l i v e an 
i d e a l l i f e , 
( i v ) Some case studies 
I n Chapter 2 reference was made to the p r i m i t i v e man's 
m a t t e r - o f - f a c t a t t i t u d e towards h i s environment and i t was, 
pointed out t h a t concrete s i t u a t i o n s d e a l t w i t h i n l i f e 
a t v arious stages of c i v i l i s a t i o n have been expressed i n the 
e a r l i e s t p i c t u r e s of mankind. As Joseph Clawson i n h i s 
"Psychology i n Action" (30 p.49) says, "Wherever no s i t u a t i o n 
e x i s t s , there i s no behaviour; and wherever behavio\ir occurs 
there must e x i s t a s i t u a t i o n . The s i t u a t i o n i s the only 
f o r c e which moves man o f f dead centre . I t produces the 
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the motive, and the motive moves the mano" 
Case Study 1. (Boy, C.A. 6.6) 
John i s the son of a U n i v e r s i t y professor. 
A few days a f t e r he went to see the l o c a l 
r e g a t t a he was down w i t h measles. During t h i s 
l o t of l e i s u r e time he thought he would do 
p i c t u r e s and eventually he produced, qu i t e a 
c o l l e c t i o n o f p i c t u r e s , two o f vifcich are 
discussed here. 
( i ) Regatta on the Wear (Plate 12) 
He records the t o t a l s i t u a t i o n of t h i s 
s o c i a l event i n h i s p i c t u r e . The s i g n i f i c a n t 
m e r i t o f the p i c t u r e i s to be seen i n the 
wholeness of the theme. He has t r a n s l a t e d the 
e n t i r e event i n t o a single p i c t u r e . The angle 
of v i s i o n o f the c h i l d d i f f e r s from t h a t of the 
ad u l t whose angle of v i s i o n i s very much s i m i l a r 
to what i s seen through the lens of a camera. 
The a d u l t , t h e r e f o r e , o f t e n records only p a r t 
of what he sees and he endeavours to render h i s 
theme i n a way analogous to a photographic version 
so f a r as, a t l e a s t , the d e t a i l s and perspective 
are concerned. This i s a common f a u l t w i t h most 
a r t i s t s small or great. The c h i l d ' s seeing d i f f e r s 
from the a d u l t ' s seeing so long as i t i s u n s p o i l t , 
and t h i s p i c t u r e i s an i l l u s t r a t i o n of the seeing 
of an u n s p o i l t c h i l d . The a d u l t has o f t e n to 
render a subject i n h i s p i c t u r e much smaller or 
bigger against h i s w i l l because he i s enslaved 
by -the laws of perspective. Only those a r t i s t s 
wgo lean towards creativeness r a t h e r than technique 
are able to make a r e a l c o n t r i b u t i o n . The extent 
of o r i g i n a l i t y and creativeness are, however, seen 
i n the works of c h i l d r e n on whom no such laws are 
imposed. This makes i t possible t o estimate the 
i n t e n s i t y of the c h i l d ' s i n t e r e s t i n what he gives 
prominence to i n h i s p i c t u r e . The characteristic 
o f "over=emphasis" o f t e n noticeable i n the a r t of 
c h i l d r e n i s u s u a l l y explained a t the p h y s i o l o g i c a l 
l e v e l s while as a matter of f a c t i t i s a matter of 
great psychological s i g n i f i c a n c e . I t i s not seeing 
a t h i n g but f e e l i n g about a t h i n g t h a t makes a 
greater d i f f e r e n c e i n expression. Such over-
emphasised d e t a i l s i n a c h i l d ' s p i c t u r e are o f t e n 
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a clue to the centres of the c h i l d ' s r e a l 
i n t e r e s t and they reveal not only the extent 
of h i s observation but also the sources 
c o n t r i b u t i n g to h i s emotional growth = the 
growth of h i s inner s e l f as d i s t i n c t from h i s 
i n t e l l e c t u a l growth. The swimming swans and 
the rowing boatmen apparently loom lar g e i n 
t h i s p i c t u r e ; f o r they are the greatest 
c o n t r i b u t i o n s t o the dynamic aspect of the 
t o t a l s i t u a t i o n . The waving f l a g s and 
numbers on boats are surely of s i g n i f i c a n c e 
t o the c h i l d . The row of punts by the boat-
house and the E l v e t bridge i n the background, 
admirably as they add a rhythmic touch t o the 
design o f the drawing, are but of secondary 
value as compared to the conspicuous cones on 
the counter o f the ice=cream s t a l l . 
( i i ) The p o r t r a i t of "Mummy" (Plate 13) 
This i s another p i c t u r e done by the same 
c h i l d . She g r a c e f u l heck i s not too long 
according t o John's impression of h i s mother. 
As Roger Pry p o i n t s out i n h i s "Vision and 
Design" (31 p.40) "We may dispense once f o r 
a l l w i t h the idea of likeness to nature of 
correctness or incoi r e c t n e s s as a t e s t . " 
I n t h i s p i c t u r e he reveals himself as one 
seeing things not only as an a r t i s t but as a 
s c i e n t i s t also. He observes minutely and 
records the d e t a i l s o f the eyes and thg nose 
and the l i p s . He has paid a t t e n t i o n to the 
i n t e r e s t i n g d e t a i l s of the f r i l l e d f r o n t of 
the f r o c k . The p i c t u r e would have been marred 
but f o r h i s a r t i s t i c creativeness which has 
helped him to reproduce the genuinely"artless" 
features of the subject's face as he i s used 
to seeing i t . 
. O r i g i n a l versions of themes which i n t e r e s t s the c h i l d 
are o f t e n seen i n p i c t u r e s done by less i n t e l l i g e n t 
c h i l d r e n i n a secondaiy modem school. The reason i s to 
be found i n the f a c t t h a t such c h i l d r e n are u s u a l l y less 
s o p h i s t i c a t e d and t h e r e f o r e l e s s s p o i l t . They s t i l l 
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continue t o l i v e i n t h e i r world of phantasy. They are l e s s 
self-conscious, they draw what they know without h e s i t a t i o n 
and i t i s o f t e n p o s s i b l e t h e r e f o r e , to notice i n t h e i r work 
some remarkable c h a r a c t e r i s t i c s of genuine a r t of c h i l d r e n . 
Case Study 2. (Boy, CoA. 12.10 I.Q.88) 
P l a t e 14 shows a p i c t u r e done by a boy from 
a lower stream o f a secondary modem 
school. I t i s a v e r s i o n of a s i m p l i f i e d 
t o t a l s i t u a t i o n d e a l t w i t h by a backward 
c h i l d . His over=emphasis on the f i s h i n g 
rod which i s longer than the radius of the 
pond i s s i g n i f i c a n t of h i s conception of 
the rod c o n t r i b u t i n g t o the i n t e n s i f i c a t i o n 
of h i s i n t e r e s t i n h i s hobby. 
The younger the c h i l d u s u a l l y , the more complex i s 
the p i c t u r e of a s i t u a t i o n which he gives. 
Case Study 3. (Boy, C.A.8 I.Q.90) 
According t o h i s school record he i s 
r a t h e r a problem c h i l d . He i s keen, however, 
on doing t h i n g s . He has marked p r a c t i c a l 
i n t e r e s t s . 
I n h i s drawing (Plate 15) he presents a 
complete p i c t u r e of an environment i n which 
he f e e l s a t home. He s t i l l uses symbols i n 
h i s a r t i s t i c expression. He does not seem 
to be good a t f i g u r e drawing, but he leaves 
nothing vague. His l i n e s are bold enough 
to give shape t o v*iat he draws. He has 
represented himself f i s h i n g i n the p i c t u r e . 
Cast Study 4o ( G i r l , C.A. 5.9) >• ^  . •^ 
A p a t t e r n of adjustment i s to be found i n 
her i n t r o s p e c t i o n s and her response t o the 
p r o j e c t i o n t e s t . Her mother has bought her 
a paint-box. She has promised t o send her 
to an a r t school. Her regard f o r the mother 
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i s therefore, understandable» She has i n her 
picture (Plate 16) drawn and painted her mother, 
her dog 'Floss' and her home. The home, the 
tree and the mother are equal i n height because 
they a l l seem to her equally h i g h o For her 
age she i s at an advanced symbolic stage. She 
uses two symbols f o r flowers. 
At home she l i k e s playing schools. She 
plays a teacher. Her dolls play childreno 
"They behave nicely"; and siirely her dog, too, 
behaves nicely. While responding to a picture 
(Plate 59) i n the Projection Test she said that 
"the baby g i r l i n the pram i s happy." "The 
baby g i r l does not cry," 
Sometimes i t i s possible to notice a tendency towards 
the development of occupational interests at an e a r l i e r 
age among children of the secondary modern school than the 
grammar school children.. 
Case Stady 5o (Boy, C,A. 12«4 I.Q° 88) 
Darkness pervades i n a l l his verbal expression 
i n his response to the Projection Test. He longs 
fo r l i g h t . He uses (Plate 17) bright red and yellow 
i n contrast to black. His interests are a r t i s t i c 
and occupational. 
Social interests of children are often revealed i n 
pictures deeding with themes l i k e dance, dramatisation or 
some recreati©nal a c t i v i t i e s such as swimming, skating 
etc., i n groups. 
Case Study 6. ( S i r l , C,A. 13.1 I.Q.91) 
The picture (plate 18) i s a free expression 
of a rather backward but unspoilt c h i l d . The 
movement of the arms of the people produces a 
s p i r a l pattern which perfects the design of the 
pi c t u r e . 
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Constructional interests are often revealed i n the 
pictures done by boyso 
Case Study 7 (Boy, C.A.12.11 I.Q.99) 
The picture (Plate 19) i s an example of 
the work of t h i s boy who i s keenly interested 
i n constructionc The details recorded i n 
t h i s picture t e s t i f y to his power of observsb ion, 
arrangement and representation. He i s a 
practically-minded boy. He i s good at wood-
work » 
Domestic interests are noticeable i n the work of 
g i r l s who often have a marked tendency to portray the 
i n t e r i o r of t h e i r homes. Sometimes these home scenes 
are ju s t imaginary but they are consistent with t h e i r 
conception of ideal homeso Such pictures often reveal the 
l e v e l of t h e i r aspiration. G i r l s of l i t e r a r y taste 
l o c a l i s e t h e i r home i n a countryside environment based 
on the pattern of an idealised environment as described i n 
t h e i r favourite books and v*iich has become a part of t h e i r 
world of phantasy. 
Case Study 8. ( G i r l , CoA. 14.2 I.Q. 98) 
Her picture (Plate 20) of the i n t e r i o r of 
her own home i s done i n an o r i g i n a l style. She 
has rendered the theme sincerely and her expression 
of emotion through form and colours i s remarkableo 
Some children express more through draughtsmanship 
than through colour. 
Case Study 9. (Boy, C.A. 10) 
His picture of "Witches" (Plate 21) i s an 
example i n which draughtsmanship makes 
expression e f f e c t i v e . 
Some children, on the other hand, make t h e i r expression 
e f f e c t i v e with colour even though t h e i r draughtsmanship 
i s poor. 
Case Study 10. (Boy, C.A. 10) 
This boy i n his picture, "My House" 
(Plate 22) has expressed himself more i n 
colour than anything elseo He has finished 
the roofs i n b r i l l i a n t purple. I t shows 
his remarkable power to see a particular 
effect of b r i l l i a n t sunshine. (Unfortunately, 
i t has not been possible to reproduce t h i s 
picture i n colours) 
This picture records, therefore, the 
child's o r i g i n a l t r a n s l a t i o n of colours as he 
saw f o r himself since i t i s not a reduplication 
of conventional drawing of houses the roofs of 
which are usually done i n red onlyo 
This boy i s not a draughtsman. He i s 
essentially a painter. He uses a great range of 
colours. His interest mainly l i e s i n colours, 
and l i g h t the effects of which he indicates i n 
his pictures very v i v i d l y -
The i n t e r e s t implied i n children's expression i s not, 
however, generally affected by either draughtsmanship or 
the sense of colour. 
Case Study 11 (Boy, C.A. 14.1 IQ. 95) 
This boy wanted to do his drawing i n ink. 
Of course, he was t o l d that there was no objection 
to h i s doing i t i n ink, but he was asked the 
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question: "Suppose you were allowed to 
choose a picture that interest you most and 
you were to choose i t because you wanted to 
hang i t on the wall of your bedroom i n such 
a p o s i t i o n that you could see i t from your 
bed. Now, i n that case, would you choose 
a picture" done i n ink or i n colo\irs? 
" I n colour"was his quick reply. "Ohl I see," 
Then why not do your picture i n colour?" and 
o f f he went smiling to his seat and produced 
his picture i n beautiful colours. (Unfortunately, 
i t has not been possible to reproduce t h i s 
^ picture) 
When finished, he was asked to give some 
help to understand his picture. "What i s i t 
about?" " I t i s about the racing pigeons." 
"Where are they racing from?" "Prom France," 
"And where are they f l y i n g to?" "To home". 
"You mean, they f l y from Prance to Chester-le-Street?" 
"But I see one pigeon going the other way." "No, 
i t i s c i r c l i n g round before getting into i t s 
home." 
"Suppose you had done your drawing i n ink, 
would you have chosen the same subject?" "No" 
"What would you have drawn i n that case?" 
"lumley Castle", (This castle i s on the other side 
of the Wear at Chester-le-Street.) "And what 
else would you have drawn to go with i t ? " "The 
road going to i t j f i e l d s ,..." "Would you have 
drawn some birds as well?" "Yes", "What birds?" 
"Wild pigeons...." 
Some children produce t h e i r drawings i n a very detatched 
manner. They t r e a t each theme singly and d i s t i n c t l y . 
Case Study 12 (Boy, C.A. 10) 
This boy i s f a i r l y i n t e l l i g e n t , but he i s 
slow i n thinking. He i s a very matter-of-fact, 
sober c h i l d . He hardly smiles. He i s very 
regular. His picture of Troy (Plate 23) i s 
indicative of Read's "thinking, enumerative tjrpe" 
His sense of proportion i s a r e s u l t of his thinking 
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For some children, making a picture means"doing i t 
i n terms of a plan. They often set an object u p r i ^ t , 
and t h i s i s a characteristic distinguished as "setting 
upright" by Bng ( 3 2 p o l 3 1 ) o I t i s , however, very rare to 
f i n d an older c h i l d doing a picture as a pure example of 
t h i s c h a r a c t e r i s t i c . The c h i l d by then has developed 
c e r t a i n schemas, as f o r example, a schema for a tree, 
a schema f o r a boy and so on. 
Case Study 1 3 c ( G i r l , C.A.12) 
This g i r l has missed scholarship but i s a 
very good type f o r a secondary modem school. 
She i s charming and she has an unchanging 
personality. 
She has a peculiar method of represention. 
(Plate 2 4 ) She conceives everything i n terms 
of drawing a plan or a decorative patterno She 
cannot make her subjects stand. The pond, and 
the island too, i s set upright, but there i s no 
"turning over". There i s t o t a l absence of 
perspective. Everything i s f l a t . The subjects 
do not stand at a l l , but appear j u s t l y i n g on 
the ground. The roads are of the same monotonous 
width. She represents trees, flowers, grass, 
figures, boats - a l l i n terms of a schema she 
has developed f o r each. The boats i n the pond 
are at a s t a n d s t i l l . The children i n the pond 
look l i f e l e s s o 
The a b i l i t y to draw i n the case of a retarded c h i l d 
who i s not found capable of learning to read and write 
along with children of "normal" intelligence may give an 
important clue as to the l i n e of scholastic development 
f o r him. 
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This boy i s from a Special School, He i s 
retarded i n the normal s k i l l of reading and 
w r i t i n g . I n his picture (Plate 25) he has 
painted the view from school window. He has, 
indeed, treated h i s subject remarkably welle 
He had a very d i f f i c u l t home background 
and he had often to move from one home to 
another, 
(v) Influence of environment 
Environment seems to play an important part i n the 
child's conception of the world around him and his mode 
of representing i t , "The a r t i s t ' s conscious and unconscious 
mental outlook," says Pickford (33 Pol98) " i s based on 
his own moti^-es and tendencies and I'eflects his social 
environment," 
Case Study 13 (Boy C.A. 74-) 
The two pictures (Plates 26 and 27) done 
by t h i s boy from a remote school i n Northumberland 
show the influence of a remote environment. The 
qua l i t y peculiar to these drawings i s "bigness," 
The topics are conceived by the c h i l d not 
i n r e l a t i o n to the larger world but just i n 
r e l a t i o n to his own small world i n that remote 
area. He portrays the f u l l e s t dimensions of 
his subject. Because of the absence of variety 
the c h i l d comes into constant contact with the 
li m i t e d inhabitants and objects i n a remote area 
l i k e t h i s . This makes him see them from so 
near a distance that "bigness" has become the 
qual i t y of his drawings even though some allowances 
are made f o r the influence of teaching. 
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Case Study 16 ( G i r l C.A. 14.5 I.Q» 102) 
The picture (Plate 28) depicts the view that 
the c h i l d has been seeing a l l her l i f e from the 
window at her home. The t a l l bridge with t r a i n s 
running almost constantly between London and 
Edinburgh and the houses silhousfcted against the 
bright evening sky have contributed to four 
important aspects = speed, s t i l l n e s s , l i g h t 
and darkness = which are characteristic of her 
paintings; and therefore, though i t i s a common 
tendency of g i r l s to use rather i n s i p i d colours 
she uses, as a r u l e , dark and subdued coloirrs. 
( v i ) Influence of intelligence 
Difference i n the manipulation of the same theme by 
two or more children of the same age i s usually accounted 
fo r by the i n t e l l e c t u a l differences among children 
themselves. 
Case Study 17 (Two g i r l s both age 13.9 I . Q c 'J' 118 -= • »lj[' 94) ' 
(Plates 29 by 'J' and 30 by »N') are the two examples 
chosen to show the influence of intelligence i n 
the work of the two g i r l s aRd of the same age and 
from the same class. These pictures deal with the 
same theme "Spring" Plate 29 i s the reproduction 
of J's picture. J's animals are not well drawn 
and her dandelions show no d e t a i l , whereas N's daffodils 
and t u l i p s have a greater d e t a i l . Yet taking on 
the whole the a b i l i t y to draw andpaint does not seem 
to be so very s t r i k i n g l y d i f f e r e n t i n t h e i r case. 
And yet there i s a difference which i s to be found 
f i r s t l y i n t h e i r treatment of the theme. Do both 
the pictures represent "Spring"? N«s tree i s a tree 
as one seen not e a r l i e r than June or July. This 
d i s q u a l i f i e s her picture to be worthy of being called 
"In Spring" according to the t i t l e she has given i t . 
I n J's pictur e , on the other hand, the tree 
i n the foreground as well as the tree i n the distance 
are reminiscent of spring. The sun which makes 
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the spring loveable i s shining. The animals 
(despite poor draughtsmanship) are out to 
enjoy the sunshine, A b i r d i s drawn f l y i n g . 
Proportion may be taken as a point of further 
comparison. I n N's picture, t u l i p s grow 
as t a l l as the height of the door of the house 
i t s e l f g whereas the r e l a t i v e proportion of 
the two trees i n J's picture i s much'better. 
Thirdly, the composition i s much poorer i n N's p 
pictur e . 
I t i s often possible, however, to f i n d that 
a more i n t e l l i g e n t c h i l d i s poorer i n draughtsmanship 
or i n the control of the brush; yet i f he dares 
to draw and paint the same theme, (provided i t 
intereststhem both) as tackled by a less i n t e l l i g e n t 
c h i l d h i s work w i l l reveal to a discernible extent, 
the degree of his intelligence. 
( v i i ) Influence of imagination 
Ribot ( 3 4 . P e l 8 4 f f ) c l a s s i f i e s imagination into 
seven types: p l a s t i c , d i f f l u e n t , mystic, s c i e n t i f i c , 
p r a c t i c a l , commercial and Utopian. So f a r as the a r t 
of children i s concerned discussion w i l l be li m i t e d to 
the p l a s t i c and the d i f f l u e n t types of imagination which 
are a great factor contributing to t h i s a r t (or rather a r t 
as a whole) 
The p l a s t i c imagination i s the imagination that 
materialises. Clearness and precision of form are i t s 
characteristics. I t s p r i n c i p a l manifestations are 
( i ) the arts dealing with form; ( i i ) the poetic or l i t e r a r y 
form; ( i i i ) myths and re l i g i o u s concepts. The plas t i c 
character of these i s an effect of aesthetic development: 
statues, bas-reliefs, poetry and even painting; ( i v ) mechanical 
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invention. 
The manifestations of the d i f f l u e n t imagination which 
i s opposed to the p l a s t i c are revery and related mental 
states, the romantic turn of mind, the fantastic mind, 
myths and r e l i g i o u s concepts, fi n e arts and vague forms 
i n l i t e r a t u r e (the "wonder" l i t e r a t u r e : f a i r y tales, the 
'Thousand and One Nights', romances of chivalry, Ariosto's 
poem, a l l l i t e r a t u r e of "solemn nonsense" etc,,) 
The a r t of children i s marked by a realism (which w i l l 
be discussed l a t e r i n t h i s chapter) influenced by the plastjto 
and the d i f f l u e n t types of imagination. 
The younger and the more unspoilt the c h i l d , the 
greater i s the influence of the d i f f l u e n t imagination i n 
his a r t . The d i f f l u e n t imagination hardly remains pure and 
predominant a f t e r the age of seven. 
Case Study 18 (Boy C. A. 10.) 
(Plate 31) "There appeared a chariot of f i r e 
and horses of f i r e " . 
Exciting colours have been used djo portray 
t h i s subject; and at least the upper ha l f of 
the picture reveals the child's vision marked 
by the d i f f l u e n t imagination. The very thought 
of the chariot of f i r e and the horses of f i r e 
have f i r e d the child's imagination which has 
influenced his expression of the meteoric motion 
i n space of the chariot and horses 
Case Study 19 (Boy, C.A. 11) 
(Plate 32) "Negro es" 
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This i s not a free expression i n the 
s t r i c t e s t sense since the subject was suggested 
(not by the w r i t e r ) to the boy who painted i t . 
Some description (a very b r i e f one) was read. 
I t suited his imagination and he worked on i t o 
However, t h i s i s a remarkable conception 
of p r i m i t i v e negroes i n a t r o p i c a l forest. They 
have been portrayed i n a picturesque setting. I t 
i s a very apt i l l u s t r a t i o n of the child's sense of 
colour. 
( v i i i ) D i s t r i b u t i o n of interests at various age levels 
I t was pointed out e a r l i e r i n t h i s chapter that 
children represent t h e i r environment and a c t i v i t y i n t h e i r 
drawings. This representation helped to determine centres 
of interests f o r them at various age levels. 
A main centre of Interest i n terms of a c t i v i t y and 
0 
environment was interpreted i n the case of each of the 
1769 children whose drawings were analysed. 
Table I shows a numerical d i s t r i b u t i o n of interests 
f o r children at each age l e v e l . Ages marked with an 
asterisk apply to grammar school children. ' I n order 
to f a c i l i t a t e comparison of the frequency of interests 
of the children of another age l e v e l or group , the figures 
i n Table I are given as percentages i n Table I I . 
I nterests as revealed i n children's drawings were 
dassified i n the following way: 
Recreational, s c i e n t i f i c , domestic, social, 
a r t i s t i c , academic, r e l i g i o u s , occupational 
and f a i r y l a n d interests. 
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Table I I I shows the d i s t r i b u t i o n of recreational 
i n t e r e s t which were c l a s s i f i e d according to environment 
and a c t i v i t y represented i n children's pictures. Thus, 
recreational interests were f i r s t of a l l sub-divided into 
two d i s t i n c t categories: interests i n r e l a t i o n to exploratory 
a c t i v i t y and interests i n r e l a t i o n to non-exploratory a c t i v i t y , 
Four d i f f e r e n t environments i n tems of ( i ) urban areas, 
. ( i i ) countryside, ( i i i ) environment i n terms of means, 
such as vehicles, f o r exploration, and ( i v ) s i t e s , for 
camping and desolate areas, were related to the exploratory 
a c t i v i t y . To the non-exploratory a c t i v i t y were related 
the following three types of environment, ( i ) environment 
suitable f o r sports and games, ( i i ) environment f o r visual 
and other types of entertainment, ( i i i ) environment f o r 
adventure. 
Table I I I reveals that exploratory a c t i v i t y i s more 
marked i n the case of boys than g i r l s at the ages of f i v e j 
six and seven. By the age of seven and after g i r l s also 
show t h e i r i n t e r e s t i n exploratory a c t i v i t y which i s , however, 
r e s t r i c t e d to a very considerable extent, to urban and 
countryside environment. Even, the sites f o r camping 
represented i n t h e i r pictures have more of the urban or 
countryside aspect than the aspect of desolate areas. 
The coimtryside pictures drawn by boys d i f f e r from those 
done by g i r l s i n presenting the environment. Girls often 
= 7 3 = 
bring i n flowers and something of the fam i l i a r = too f a m i l i a r 
aspectj usually to be found only i n an urban area. Boys 
bring i n something of the desolate aspect where exploration 
fo r the sake of adventure i s possible. G i r l s , on the other 
hand, give a domestic touch to vtiat they deal with. Plates 
35 and 3 6 show ce r t a i n characteristics peculiar to the 
a r t i s t i c expression of boys and g i r l s . 
G i r l s ' drawings completely lack that aspect of 
environment v^ich represents adventurous a c t i v i t y . They 
also lack that aspect of environment which shows t r a i n s j 
steamers and aeroplanes. 
I t also seems that secondary modern school boys have 
a greater tendency to go i n f o r exploratory a c t i v i t y than 
grammar school boys who,it appears, favour organised a c t i v i t y 
of a more social nature. Though t h i s difference i s not 
so marked among g i r l s as among boys, there are more grammar 
school g i r l s favouring non=exploratory a c t i v i t y than 
secondary modern school g i r l s . 
Table I I reveals that more boys than g i r l s show 
s c i e n t i f i c i n t e r e s t i n t h e i r a r t i s t i c expression. Sc i e n t i f i c 
interests were sub=divided into ( i ) b i o l o g i c a l , ( i i ) 
mechanical, ( i i i ) constructional and (iv) "wonder" 
inte r e s t s . While the boys' interests were mainly mechanical 
and constructional and also b i o l o g i c a l , the g i r l s ' interests 
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were r e s t r i c t e d only to the biolo g i c a l side. 
Domestic interests were sub-divided into ( i ) 
environment and a c t i v i t y i n r e l a t i o n to the i n t e r i o r aspect 
of home, ( i i ) environment and a c t i v i t y i n r e l a t i o n to 
t^^e exterior aspect of home and ( i i i ) a c t i v i t y l i k e shopping 
e t c , and environment suitable f o r carrying out such a c t i v i t y . 
I t i s obvious that g i r l s have f a r more marked domestic 
interests than boys. Domestic interests shown by children 
at the ages of f i v e , six and seven have been, as a matter 
of f a c t , so interpreted because of t h e i r a c t i v i t y i n the 
home environment. After the age of seven very few boys 
represent home environment i n t h e i r pictures. More 
secondary modern school g i r l s have domestic interests than 
grammar school g i r l s . 
More secondary school children represent, i n t h e i r 
drawings, environment i n r e l a t i o n to occupational a c t i v i t y 
than grammar school children. This f a c t probably indicates 
"the bearing of intelligence on the vocational interests" 
as Preeston has concluded i n her paper 'Vocational Interests 
of Elementary School Children' ( 3 5 . P . 2 3 5 ) Preeston found 
t h a t "while the b r i g h t c h i l d would be normally expected to 
do better i n t h i s as i n every other problem which confronts 
him, there are undoubtedly factors which handicap him here, 
and give the retarded c h i l d a chance to excel," 
' 7 5 -
The mechanical interests of boys may mean occupational 
interests i n r e l a t i o n to certain jobs they are interested 
i n or they may be academic interests i n the sense that they 
l i k e that kind of p r a c t i c a l work i n school or such interests • 
may be recreational i n the sense of r e l a t i n g to certain 
hobbies which interest them deeply. 
I t appeared that "fairyland" interest are revealed i n 
the a r t i s t i c expression of g i r l s e a r l i e r than boys. These 
interests f o r g i r l s l a s t over a longer period than f o r boys 
who do not generally draw f a i r i e s a fter the age of eight. 
G i r l s , however, draw f a i r i e s i n t h e i r pictures (representing, 
as f o r example, scenes from a pantomime l i k e "Cinderella" 
even d\iring adolescenceo 
Social in t e r e s t s were sub-divided into three categories 
i n terms of a c t i v i t y , namely ( i ) dance, . ( i i ) dramatisation, 
and ( i i i ) other social a c t i v i t i e s . These interests are 
more markedly revealed i n the a r t i s t i c expression of g i r l s 
than of boys. I t i s interesting to note, however, that 
more grammar school g i r l s than secondary modem school 
g i r l s show social interests. 
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( i x ) Consistency i n verbal and p i c t o r i a l express ion 
I t appears that a child's word-picture i s usually 
consistent w i t h his p i c t o r i a l expression. This consistency 
seems to be i n terms of his interests as revealed i n both 
these kinds of expression representing the environment 
and a c t i v i t y i n r e l a t i o n to the c h i l d himself. Alschuler 
and Hattwick ( 3 6 o P o l 5 2 } who have recently made a valuable 
study of the painting and personality of young children 
under the age of f i v e i n America are of opinion that "the 
f i e l d of verbalisation offers r i c h epportunities f o r study. 
The child's spontaneous naming or description of his creative 
product plays an important part i n f a c i l i t a t i n g adult 
i n t e r p r e t a t i o n , and i t frequently augments the release 
or therapeautic value of the painting eacperience f o r the 
childo" The present wr i t e r came to the same conclusion 
during his study of the a r t i s t i c expression of children 
aged f i v e to eight, and also, to some extent i n the case 
of children aged nine to eleven. He i s of opinion, however, 
that a f t e r the age of eleven the verbal expression of the 
c h i l d should be supplemented by the child's response to 
a projection t e s t suitably devised f o r children. 
However, a child's verbal expression i n spoken or 
w r i t t e n form at any age l e v e l i s very closely comparable 
to his a r t i s t i c expression. I t i s possible to notice the 
same approach i n terms of manipulating ideas and forms, and 
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structure and design i n both kinds of expression viiiich 
also reveal the child's interests i n terms of environment 
and a c t i v i t y . 
Two examples of children's word=pictures are given 
i n the following case studies for comparison with t h e i r 
p i c t o r i a l work as reproduced i n plates 3 3 and 3 4 . 
Case Study 2 0 ( G i r l , C.A. 1 0 ) 
"My Toys" 
I n the cupboard upstairs I keep my toys, 
I have many. The ones I l i k e best are my 
d o l l and my doll's house, I have many more 
toys but I play with my house and d o l l the 
most. Sometimes I ask my friends to come 
and play with me and we play with our d o l l s . 
The dress she wears i n summer i s white sat i n 
with two net roses. Her coat i s red with 
a red hat. The dress she wears i n winter 
i s a pink woollen one. Her coat i s orange 
with a orange hat. She i s called Audrey... 
My doll ' s house i s a bungalow. I t has two 
rooms a bedroom and a kitchen. I t also has 
a back kitchen and a by passage. The bedroom i s 
pink with blue f u r n i t u r e i n . The bed kitchen 
i s blue with pink f u r n i t u r e . " 
The above composition was w r i t t e n by t h i s g i r l a few 
days before she drew and painted her picture (Plate 3 3 ) 
The comparison of her composition and drawing indicates a 
detatched s t y l e , excessive use of details and a subjective 
a t t i t u d e . The pattern of expression i s the same i n her 
composition and i n her drawing. The environment and 
a c t i v i t y suggest that her interests are domestic and social, 
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"Gathering Brambles" 
"a few days ago, I went blackberry 
picking over Hylton H i l l s which are quite near 
to East Bolden. My destination was an old 
quarry and I took two jars which would hold 
three pounds. I took to a cart-track, by the 
time I reached the end of t h i s I had p r a c t i c a l l y 
f i l l e d one j a r walking along a footpath at the 
edge of a f i e l d , I found a large clump of 
bushes on v\*iich I soon f i l l e d my f i r s t j a r , , , 
f o r the abundance of brambles was great," 
This boy i s also subjective; but his approach i s 
d i f f e r e n t . His style i s descriptive and more coherent 
than the g i r l ' s . His main interest i s recreational 
i n terms of exploratory a c t i v i t y which i s of an egoistic, 
domestic and social nature. He has written a play or two and 
his work at school i s very satisfactory. 
(x) Measurement of a r t i s t i c a b i l i t y 
The preface by Herbert Read i n the pamphlet introducing 
the 1948 National Exhibition of Children's Art was written 
vocider the caption "Art cannot be 'Tested'" " I t may be 
claimed," says Read i n t h i s preface, "that i t i s f u l l y 
representative of the best (and the worst) of what at the 
moment i s being produced i n the schools of Great B r i t a i n " 
Thus, when he mentions the words 'best' and 'worst' i n 
r e l a t i o n to the a r t of children, i t would perhaps not sound 
too cynical to say that he suggests, of course unintentionally 
a five=point scale f o r evaluating the a r t of children. The 
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c r i t e r i a f o r t h i s five=point scale could be something 
l i k e , very good indeed (equivalent to Read's 'Best'), 'good' 
'not so good', but not so bad ei t h e r j 'bad' and 'very bad 
indeed' (equivalent to Read's 'Worst'). However, i n the 
opinion of the present w r i t e r a r t cannot be tested any more 
than a r t can be taught. 
50 paintings done by children representing a cross= 
section of a secondary modem school were submitted to a 
batch of 11 judges drawn from a Pine Art Department of a 
B r i t i s h University. One of the judges was an experienced 
l e c t u r e r and the rest were senior students. The judges 
were asked to rate the paintings f o r certain q u a l i t i e s 
on a f i v e - p o i n t scale. The q u a l i t i e s were;- ( i ) 
compositionj ( i i ) sense of colour; ( i i i ) draughtsmanship 
(i v ) £) rm (rhythm or symmetry); (v) quality of painting 
( a b i l i t y to paint, control of the brush); ( v i ) expression 
(general impression); ( v i i ) theme (o r i g i n a l or i m i t a t i v e ) ; 
( v i i i ) sense of proportion; ( i x ) treatment of details 
( t e s t i f y i n g powers of observation); (x) emotional expression 
through form. 
The c o r r e l a t i o n between intelligence and a r t i s t i c 
a b i l i t y was found to be .02 that i s , negligible. Out of 
the population of 50 secondary modern school children whose 
paintings were submitted f o r the evaluation of merits, 13 
obtained over 50^ of the t o t a l score. Out of these 13 
children, 8 had an I<.Q. of over 98. (Their actual I.Q's 
were 98, 99, 99, 102, 106, 109, 113 and 113) That means 
that considering the i n t e l l e c t u a l range of a secondary 
modem school population each of these 8 children had a 
f a i r l y good in t e l l i g e n c e . Meier (37.p.18) points out 
that i n one of the Carnegie studies i t was actually disclosed 
that "the average in t e l l i g e n c e (I.Q.) of very successful 
a r t i s t s averaged 119" Meier also admits that "very superior 
intelligence i s undoubtedly a very helpful ad;junct to 
outstanding success i n a r t , and i n a l l cases probably 
conditions the rate of progress and the eventful success 
of the i n d i v i d u a l . " Thus, i t can probably be said that 
though every f a i r l y i n t e l l i g e n t person i s not necessarily 
an a r t i s t , every a r t i s t i s necessarily a f a i r l y i n t e l l i g e n t 
person. I t would, however, be interesting to consider 
the r e s u l t s obtained i n the case of an experimental school 
population educated, through a r t and not through the usual 
media. 
(x i ) Realism i n the a r t of children 
The realism of the a r t of children i s comparable to 
the realism of the a r t of Picasso i n that "there i s no w i l l e d 
imposition of a preconceived scheme of form upon the . abjecto" 
M l promise of o r i g i n a l i t y peculiar to the i n d i v i d u a l i t y of 
the a r t i s t i s , therefore, to be found i n the works of 
children so long as there i s no w i l l e d imposition of a 
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preconceived scheme of form upon the object = preconceived 
either by the c h i l d or the a r t teacher. 
Perhaps the realism of the art of children i s greater 
than the realism of the a r t of Picasso i n that the c h i l d 
does not make any deliberate e f f o r t s to eliminate " a l l 
accidentals u n t i l the pure substance i s revealed," McColl 
(38.p.43) defines the philosophical term "acidentals" as 
" the sensible q u a l i t i e s of an object" and " a l l , i t s v i s i b l e 
q u a l i t i e s . " "Pure substance i s arrived at when these have 
been stripped away; i t i s something which cannot be touched 
or heard or smelt or seen." Children, indeed do not draw 
according to what they touch or hs ar or smell or see. They 
draw according to what they know - what they know at the 
moment they draw t h e i r pictures. Thus t h e i r pictures r e f l e c t 
t h e i r l i t t l e l i v e s - t h e i r concept of the world, the 
f r o n t i e r s of which are the f r o n t i e r s of t h e i r own f i e l d of 
a c t i v i t y . So f a r as the purview of the present research 
i s concerned the writer l i m i t s his interpr e t a t i o n of the 
realism of the child's a r t to the genuineness of the child's 
communication of his role as an actor i n the f i e l d of his 
a c t i v i t y which he plays without preconceiving any scheme 
f u i d i n g the pattern of h i s drawing or painting or any work 
of a r t . 
( x i i ) Summary 
1769 children of ages varying from 5 to I7 years 
were asked to draw pictures on the subjects which 
interested them most. These pictures were analysed 
with a view to studying expression i n art at various 
age levels. The results showed agreement with the 
hypothesis that i n free drawing the ch i l d records his 
images which loom large i n a t o t a l situation i n which 
he i s the chief actor and that i n the awareness of t h i s 
t o t a l s i t u a t i o n he creates and expresses environment 
and a c t i v i t y which are indicative of the centres of 
Interest f o r him at various age levels. 
=86= 
OHiPTER ¥ 
Approach i n r e l a t i o n to the "Environment Preference 
Test 
( i ) A hypothesis 
( i i ) The test and population 
( i i i ) Results and conclusion 
( i v ) Summary 
( i ) A hypothesis 
A picture i s l i k e d by a c h i l d or an adult because 
i t represents environment and a c t i v i t y which correspond 
to"his own environment and a c t i v i t y . Sometimes such 
environment and a c t i v i t y as represented i n a picture 
may d i f f e r from the person's actual environment and 
a c t i v i t y . His preferenceshowever may reveal certain 
factors governing his l i k i n g . itoong such factors may 
be a l i k i n g f o r a social environment and social a c t i v i t y 
or a l i k i n g f o r an environment of i n a c t i v i t y or of less 
social a c t i v i t y or of a c t i v i t y r e l a t i n g more to the self 
than to the society. 
There i s , therefore, a p o s s i b i l i t y of testing a person's 
l i k i n g f o r a p a r t i c u l a r environment and a c t i v i t y by asking 
him to select the picture which appeals to him more from 
each of a number of pairs. 
( i i ) The t e s t and population 
A t e s t was devised to test the above hypothesis. I t 
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consisted of two sub-tests. The f i r s t sub=test consisted 
of ten pairs of reproductions described as follows. (A re-
production marked 'a' makes a pair with the reproduction 
marked 'b') 
Test 1. 
1(a) Reproductions representing aspects of a c t i v i t y , 
wholeness of the theme or f a m i l i a r environment: 
1. Thomas Shotter Boys: 
2 . Jo M i l l a i s : 
3 o Rowland Hilder: 
4 o Uccella: 
5. S o Spencer: 
6. Master of St. Giles: 
7. Hendrik Avercamp: 
8. J.M.W. Turner: 
9. "The Daffodil Field" 
10. "Sunset i n the H i l l s ' 
"Boulevard des 
I t a l l e n s " 
"The Boyhood of 
Raleigh" 
"Winter Ploughing" 




"Legend of St. Giles" 
"Winter Scene" 
"Zew Bridge" 
(A coloured photograph) 
(A Christmas picture) 
1(b) Reproductions representing aspects of i n a c t i v i t y , 
p a r t i a l treatment of the theme or unfamiliar environment. 
1. Vlaminck: 
2 . Paul Slgnac: 
3 . Thomas G l r t i n : 
4 o Constable: 





"Gcene on the Thames 
near Richmond" 
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6 o T i t i a n : "A Venetian Family" 
7. Pieter Bruegel: "Winter" 
80 Whistler: "Old Battersea Bridge" 
9» "My heart's i n the Highland" (A coloured 
photograph) 
10o "Buachaille Etive, Glencoe" (A coloured 
photograph) 
Test 2 . 
The second sub=test consists of six pairs of 
reproductions described as follows: (A reproduction 
marked 'a' makes a pair with the reproduction marked 
'b', 
2(a) Reproductions dealing with themes of greater 
social aspect. 






" L i l i e s " 
"Delphiniums and L i l i e s 
4 c Wintz: "Harbour Street" 
5 c Clements Hassel: "Le vieux port, Saint 
Tropez" 
6 . Chauleur: "Port of Croisic" 
2(b) Reproductions dealing with themes of natural 
aspecto 
l o Margaret W. Tarrant: "Wild Crabbe Apple" 
2 . E. Oarret Rice: "Red Crassula" 
3 . Margaret W. Tarrant: "Cotton Grass" 
4 . Beaussier: "St. Tropez" 
5 o R. Pouques: "Treboul Harbour" 
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6. R, Wintz: "Departure of the Tunny 
Boat" 
The following conditions governed the selection of 
the material f o r t h i s test: 
( I ) The pictures were almost completely unknown to 
the subjects. 
( I I ) A l l the pictures were trimmed so that they offered 
no indication of the t i t l e or the a r t i s t ' s name or the 
name of the a r t g a l l e r y or the publishing fir m . Care 
was taken to remove a l l d e t a i l s giving superficial touch 
i n terms of ornamentation such as a golden l i n e or a 
pattern running round the picture (as i s often found i n 
Christmas or birthday cards) or margins, etc., Each pair 
of reproductions was mounted on white cardboard of the 
same size. Plates were then numbered on the back. Nothing 
was wri t t e n on the same side of the picture. This 
eliminated a l l possible destraction caused by small s l i p s 
of paper covering t i t l e s , names of a r t i s t s , etc., or any 
su p e r f i c i a l d e t a i l s tending to bias the sophisticated 
subject i n h i s preferences. 
( i i i ) Each of the pairs of reproductions showed a marked 
s i m i l a r i t y as well as a marked contrast. As f o r example, 
Thomas Shotter Boys' "Boulevard des I t a l i e n s " and Vlaminck's 
"Village Street" have a common theme but tl© y are d i f f e r e n t 
i n representation: to give another example, the lack of 
people i n Constable's "Weymouth Bay" as contrasted with 
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Uccello's "The Rout of San Romano" i s counterbalanced by 
the dynamic aspect which pervades the landscape. Similarly 
the colour scheme i s often comparable though i t d i f f e r s i n 
i n t e n s i t y . 
The t e s t was given to sixty=seven children^ f i f t y - f i v e 
of whome were drawn from a secondary modem school and twelve 
from an infant and junior mixed school, 
( i i i ) Results and conclusions 
In the main, children preferred reproductions 
representing aspects of a c t i v i t y , wholeness of the theme or 
f a m i l i a r environment. 
A boy vtio preferred Avercamp's "Winter Scene" to Bruegel^s 
remarked, "there i s gay l i f e i n i t | the other one i s sad." 
He8 however, preferred flowers i n natural environment because 
" I t ' s out i n the country"^ or, "there is more colotir and 
l i f e i n i t , " A g i r l who was described i n her school records 
as being"of a f l i g h t y turn of mind" chose only one out of the 
ten reproductions representing aspects of social a c t i v i t y 
or f a m i l i a r environment. Another g i r l who makes, "a 
r e l i a b l e monitor" and, " i s a very sensible g i r l " chose eight 
'a'8 and described Avercamp's "Winter Scene" as "somehow looks 
l i k e Christmas," She interpreted even the two 'b's i n social 
t e i T i i s when she described Vlaminck's "Tillage Street" 
as looking "cheery"5 for^ "there's more colour i n i t ; there's 
a road going through the small v i l l a g e , " She described 
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Paul Signac's "Saint Tropez" as "a holiday place near 
the sea". She preferred Chauleur's "Port of 8rolsic" 
because she l i k e d "to see yachts j u s t at the end of the 
water - not away." 
Avercamp's "Winter Scene" was l i k e d by many other 
children because "everybody looks happy i n i t . " 
Thomas Shotter Boys' "Boulevard des I t a l i e n s " was l i k e d 
because " I think you can make friends here. There you 
can't - seems a very d u l l place", or " i t has more i n 
i t than the other one = and i t t e l l s a sort of a story", 
or " i t has more scenery and more people", or "you can 
see more i n t h i s . The sky i s lovely. People wouldn't 
enjoy i f the sky was black," or there was more movement 
i n i t , more b r i g h t and gay than the other." Most 
of the reproductions l i k e d by children were described 
i n social terms. I t i s ''people", "buildings,""colour" , 
and " l i f e " which appeal to them more on the whole. 
Test 2 was found to be f a r more subtle than Test 1 
i n that children found d i f f i c u l t y i n making t h e i r choice 
i n some of the pairs. There i s , therefore, a p o s s i b i l i t y 
of r e v i s i n g i t . I t i s also possible to develop t h i s 
t e s t . 
The average score of 'a's i n Test 1 l i k e d by 
children under the age of 11 years was found to be 6.5, 
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whereas the average f o r children over 11 years was 6.4. 
The average f o r 25 boys of the age of 11 and over was 
found to be 6„5, while the average f o r 30 g i r l s of the 
age of over 11 years was 6,3. This means that the difference 
i s n e g l i g i b l e and that age or sex and perhaps intelligence 
as well do not a f f e c t children's preference f o r pictures 
representing environment or a c t i v i t y i n social terms =• at 
least as measured by the present material. 
( i v ) Summary 
Children usually prefer pictures representing aspects 
of social a c t i v i t y , wholeness of the theme or f a m i l i a r 
environment, 
I t i s "people","buildings", "colour" and " l i f e " 
which appeal to them more on the whole. 
Age or sex and, perhaps, intelligence as well do not 
af f e c t children's preference f o r pictures representing 
environment or a c t i v i t y i n social teims. 
The educational and psych) l o g i c a l implications of 
the results seem to be s i g n i f i c a n t i n that t h i s t e s t 
reveals the centres of int e r e s t f o r the c h i l d i n terms 
of environment and a c t i v i t y . I t also reveals the need 
f o r guiding those children v^o p a r t i c u l a r l y lack social 
stimulus. 
CHAPTER VI 
Approach i n r e l a t i o n to the Projection Test 
( 1 ) A hypothesis 
( i i ) The meaning and function of 
"projective methods." 
( i l l ) . A need f o r a projection test 
for the children 
( i v ) The test and population 
(v) The procedure 
( v i ) Results and conclusions 
( v i i ) Summary 
( i ) A hypothesis 
Children are highly imaginative. The material of 
g projection test meant f o r children should, therefore, 
provide stimulus to t h e i r imagination. This may 
reveal the dynamics of t h e i r personality. Their responses 
may p a r t i c u l a r l y reveal centres of interests f o r them 
i n addition to certain t r a i t s of personality. 
( 1 1 ) The meaning: and function of "projective 
methods'' 
The term "projective methods" i s used widely despite 
the recent development of such methods. As '^ .-Jhite reviews 
m his a r t i c l e "Interpretation of imaginative productions", 
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Frank l i k e n s them (39.p.215) to i n d i r e c t methods of 
ana l y s i s . For instance the use of X-rays, e l e c t r i c a l 
currents, and p o l a r i s e d l i g h t , £hat have l a t e l y been 
developed i n the older sciences. I t i s c h a r a c t e r i s t i c 
of such techniques t h a t they reveal the components and 
i n t e r n a l o r g a n i s a t i o n of a substance vjithout at the same 
time a l t e r i n g i t , a circumstance t h a t may w e l l make 
them the methods of choice i n f u t u r e a n a l y t i c work. 
There i s at l e a s t a f a i r chance t h a t p r o j e c t i v e methods 
may one day perform a s i m i l a r f e a t f o r the i n t e r n a l 
o r g a n i s a t i o n of p e r s o n a l i t y . " 
P r o j e c t i v e methods consist of devices which, as 
Murphy remarks ( 4 0 ) "enable "the subject to p r o j e c t 
himself i n t o a planned s i t u s . t i o n . He sees i n i t what he 
per s o n a l l y i s disposed t o see. Such devices are used 
t o t e s t the " p r o j e c t i v e hypothesis" as Rfpaport says 
( 4 1 p.10) " t h a t every r e a c t i o n of a subject i s a r e f l e c t i o n , 
or p r o j e c t i o n , of h i s p r i v a t e world." 
To quote M e r r i l l (4I.P.4I) p r o j e c t i v e techniques are 
"among the most dramatic of the c l i n i c i a r i s new devices f o r 
p e r s o n a l i t y e v a l u a t i o n . They may be p i c t u r e s , they may 
be d o l l s , they may be- meaningless f i g u r e s l i k e i n k - b l o t s , 
they may be one of a number of p l a s t i c materials such as 
modelling clay or f i n g e r .paints.*." 
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The most widely used p r o j e c t i v e techniques are 
the Rorschach Test, the Thematic Apperception Test and 
play techniques. 
According t o Klopfer and K e l l y (43 i x ) the Rorschach 
method i s " e f f e c t i v e i n estimating the i n t e l l e c t u a l status 
of an i n d i v i d u a l ; i n r e v e a l i n g the richness or poverty 
of h i s psychic experience; i n making known h i s present 
mood; and i n showing the extent of h i s I n t u i t i v e a b i l i t y 
as w e l l as d i s c l o s i n g s p e c i a l t a l e n t s and aptitudes." 
The main f u n c t i o n of the Rorschach method i s t o reveal the 
s t r u c t u r e of p e r s o n a l i t y . The Thematic Apperception Test 
devised by Murray i s a"method of reveali n g t o the t r a i n e d 
i n t e r p r e t e r some of the dominant d r i v e s , emotions, 
sentiments, complexes and c o n f l i c t s of p e r s o n a l i t y . As 
Murray ( 4 4 .p.1 ) p o i n t s out "special value resides i n i t s 
power t o expose the underlying i n h i b i t e d tendencies which 
the subject, or p a t i e n t , i s not w i l l i n g t o admit, or cannot 
admit because he i s unconecious of them." 
IChereas the Rorschach method uses i n k - b l o t s as a 
medium, and the Thematic Apperception Test (or the T.A.T« 
to use the shortened form) employe p i c t u r e s , play techniques 
deal w i t h toys - d o l l anlipals etc. , - crayons and paints 
f o r drawing and p a i n t i n g and clay f o r modelling. A l l these 
methods have one t h i n g i n common. The m a t e r i a l or t e s t 
s i t u a t i o n s w i t h which they deal i s more or less unstructured. 
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The value of p r o j e c t i v e techniques i s becoming 
I n c r e a s i n g l y c l e a r t o psychologists i n various f i e l d s , 
such as v o c a t i o n a l guidance, s o c i a l service and personnel 
adminstration. 
( i l l ) A need f o r a p r o j e c t i o n t e s t f o r c h i l d r e n 
Mr. D, Graham of the Department of Educational 
Psychology, Durham, suggested i n the course of a 
discussion t h a t a "Thematic Apperception Test" s p e c i a l l y 
designed t o s u i t c h i l d r e n might be more productive than 
one designed p r i m a r i l y f o r &.dults. 
The w r i t e r came t o t h i n k i n the same terras as he 
examined the Rorschach and the T.AoT. m a t e r i a l . He 
not i c e d t h a t the Rorschach m a t e r i a l was perhaps too 
u n s t r u c t u r a l while the T.A.T. ma t e r i a l was rather over-
s t r u c t u r e d . The ToAoTo m a t e r i a l seemed also to be 
characterised by grimness. Though the w r i t e r admits 
t h a t grimness i n some p i c t u r e s may help t o stimulate the 
emotions of the subject, he i s of opinion t h a t i n 
p r o j e c t i o n t e s t m a t e r i a l t o be used f o r c h i l d r e n - es p e c i a l l y 
the 'normal' c h i l d r e n - f a c t o r s other than grimness are 
l i k e l y to be more h e l p f u l i n s t i m u l a t i n g the c h i l d ' s 
emotions. Among such f a c t o r s there i s f i r s t of a l l the 
colour, which the T.A.To m a t e r i a l completely lacks. Secondly, 
there are other f a c t o r s such as. a dreamland atmosphere and 
vague atmospheric and topographical studies i n terms of 
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form and colour. 
The w r i t e r took p a r t i c u l a r care to include the above 
f a c t o r s i n the m a t e r i a l he prepared f o r the present t e s t . 
( i v ) The t e s t and population 
The t e s t consists of te-n p a i n t i n g s of more or less 
s u r r e a l i s t i c aspect. Three of them have been reproduced 
and included i n the t h e s i s as plates 3 7 , 38 and 3 9 . I t 
has not been possible t o reproduce them i n colour. The 
t e s t s t r i k e s a balance between the Rorschach and the T.AoT. 
m a t e r i a l , i n t h a t i t i s n e i t h e r too unstructured nor over-
s t r u c t u r e d . I t has been devised so as t o provide vaguely 
s t r u c t u r e d environment, vague enough to enable the subject 
t o s t r u c t u r e h i s own environment on the basis of patterns 
which are i d e n t i f i e d and i n t e r p r e t e d by him as parts of 
h i s own environment which may be ac t u a l or i d e a l i s e d . This 
t e s t i s based, i n p a r t , on c e r t a i n aspects of the Gestalt 
theory, e s p e c i a l l y those of 'f i g u r e and ground' and closure. 
The f i r s t aspect w i l l provide d u p l i c i t y of forms provided 
by both f i g u r e and ground while the second aspect w i l l 
s t i m u l a t e the c h i l d ' s tendency t o complete what i s incomplete, 
Nineteen senior a r t students drawn from a f i n e a r t 
school of a U n i v e r s i t y were asked t o c l a s s i f y these 
p a i n t i n g s according to t h e i r merits i n terras of modes 
whether s u r r e a l i s t i c , n a t u r a l i s t i c , i m p r e s s i o n i s t i c or 
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e x p r e s s i o n i s t l c . They were of opinion t h a t a l l the 
ten p a i n t i n g s had more or less something of the s u r r e a l i s t i c 
aspect i n terms of colour, form or theme. 
The t e s t was administered to sixty-seven c h i l d r e n 
out of which twelve were under the age of eleven and 
were drawn from an I n f a n t and Junior mixed school while 
the r e s t of them were over the age of eleven and were 
drawn from a secondary modern school. I t was also 
administered to a few adults drawn from various walks of 
l i f e . 
The time spent w i t h each subject v a r i e d from a 
h a l f an hour t o one and a h a l f hours. A few cases took 
about two years. 
(v) The procedure 
The m a t e r i a l was presented t o the subject w i t h the 
f o l l o w i n g i n s t r u c t i o n s : 
" I have got some p i c t u r e s to show you. They 
are meant t o t e s t how w e l l you can imf^'ine. We s h a l l 
have a l a l k on each p i c t u r e . You may s t r e t c h your 
imagination t o any extent you l i k e while describing each 
of the p i c t u r e s . Now, here i s the f i r s t p i c t u r e . Have 
a good look at i t and t e l l me a l l t h a t you see i n t h i s 
p i c t u r e . " 
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( A f t e r about tv;o minutes i f there was no response 
or i n s u f f i c i e n t response -) "There i s a l o t more i n 
the p i c t u r e than you see and, perhaps, you can describe 
a l o t more than I can see myself" No suggestion, 
whatsoever, was passed to the subject; but he was 
encouraged t o say more by means o f exclamations l i k e , 
"yes", "that's r i g h t " , "oh! yes", "and wha,t more?", 
t h a t ' s exactly as you see", or "go on, th a t ' s quite a l l 
r i g h t . " 
( A f t e r the d e s c r i p t i o n was over - ) "You may, perhaps 
l i k e to make a st o r y which could be i l l u s t r a t e d by t h i s 
p i c t u r e . " 
A verbatim • record was made i n the case of each subject 
( v i ) Results and conclusions 
The present t e s t e l i c i t e d responses which contained 
autobiographical data. These helped t o make an 
o b j e c t i v e study of the c h i l d r e n and to determine the 
centres of i n t e r e s t f o r them i n terms of environment and 
a c t i v i t y , t h e i r a b i l i t y t o manipulate images and so 
organise and present ideas ( p e r s o n a l i t y ) , t h e i r a b i l i t y 
t o c o n t r o l a s i t u a t i o n ( c h a r a c t e r ) , t h e i r l e v e l of 
a s p i r a t i o n , t h e i r l i k e s and d i s l i k e s and some idea of 
t h e i r i n t e l l e c t u a l c a l i b r e and the richness of t h e i r 
experience. A few t y p i c a l cases w i l l be discussed here: 
Case Study 1. ( G i r l , age 17 years I.Q . I O 9 ) 
She drew and painted a p i c t u r e on the 
subject of " s o l i t u d e " when she was asked 
to make a p i c t u r e of something t h a t 
i n t e r e s t e d her most. Six months l a t e r 
when she was given the p r o j e c t i o n t e s t 
she was asked i f she s t i l l chose the same 
subject f o r her p i c t u r e . She said, 
" d e f i n i t e l y yes. There must be a church 
i n i t and houses f a r away. The colours 
would be darker now. (by which she meant 
subdued c o l o u r s . ) " She t a l k e d of dreams 
and the mind be|,ng i n a x»;hlrl when she took 
t h i s t e s t . She t a l k e d also of f i c t i o n and 
phantasy. 
Her response to Plate 39 was as f o l l o w s : 
"From the sky and the dress t h a t the woman i s 
wearing i t appears r a t h e r f a n t a s t i c a l . . . To 
me she does not seem to be dressed f o r the 
occasion. I t looks to be more of a dream than 
anything r e a l l y . (Here, she proceeded t o make 
a s t o r y . ) Well, I t h i n k t h i s d e f i n i t e l y i s 
a dream. I t appears t o be a dream of a 
woman. She dreams of h e r s e l f wheeling a pram 
across uneven land. This I t h i n k would be due 
perhaps t o some d i f f i c u l t y i n l i f e . The 
ground v.'ould appear t o stop her progress, but 
she i s a very determined woman and i n no 
circumstances w i l l she allow anything to stop 
her g e t t i n g over t h i s d i f f i c u l t y i n l i f e . " 
Her response t o another p i c t u r e of the 
p r o j e c t i o n t e s t as as f o l l o w s : "This could 
be-an i n s i g h t i n t o a c h i l d ' s mind. The c h i l d 
himself t o me seems to be at the bottom of the 
p i c t u r e while above, h i s mind i s given i n 
p i c t o r i a l terms. There i s no d e f i n i t e shape or 
idea given; but to me his mind i s i n a w h i r l 
and he does not know what t o do. (Here she gave 
a s t o r y ) This C h i l d has had some rather funny 
experiences. Perhaps he has been i n the middle 
of some great s t r i f e or other. His b r a i n , 
although i t should be d w e l l i n g on childhood memories, 
these memories are rat h e r t e r r i b l e ones although 
he has not a r e a l l y clear p i c t u r e of them " 
I n the w r i t e r ' s view her responses reveal 
the richness of her i d e a t i o n , imagination and 
experience. The strength of her character i s 
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t o be found i n her own words when she says 
of the person i n Plate 39 "she i s a 
determined woman and i n no circumstances 
w i l l she allow anything to stop her g e t t i n g 
over t h i s d i f f i c u l t y . i n l i f e . . . " Her 
best hobby i s dancing. Her second best 
hobby i s reading. "Jane Eyre" i s her best 
book. Her second best book i s i^The Tale 
of Tv^ o C i t i e s . " Madame Defarge i s her 
f a v o u r i t e character. 
Case Study 2 (Boy - r e f e r r e d to i n Case Study 3 
i n Chapter IV Plate l b J 
He i s the type of boy who would p u l l 
a t h i n g to pieces and j o i n them up. His 
i n t e r e s t s are p r a c t i c a l . His response 
to Plate 38 i s as f o l l o ^ ^ s : "That might 
be a saw, or a c h i s e l . Might be a saw w i t h 
. two blades - or another handle on the 
other end. And there are screv;s to keep 
the handles together - or the nuts on the 
other side. And I t h i n k i t was a l l l i n o 
around i t . Might be mouses or s n a i l s 
( i n the background)" 
The o b j e c t i v e a t t i t u d e of t h i s boy i s revealed by 
h i s use of phrases l i k e "that might be" and "or". 
Another boy of the same age but of markedly a r t i s t i c 
i n t e r e s t s described the objects i n the same plates as 
"hens". A g i r l (C.A. 9 . 3 I.Q. 1 0 0 ) described i t as 
"more l i k e a p a r r o t . , and i t s mouth i s open." A boy 
(C.A. 1 0 , 9 I.Q. 1 2 4 ) described the objects as being 
b i r d s as w e l l as saws; but when he was asked to make 
a s t o r y he gave out the f o l l o w i n g : 
"The saws are l a i d down on the t a b l e 
by some one. There i s a k n i f e l y i n g 
beside them. The tab l e has been green. 
I t i s painted l i g h t brown." 
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He p a i n t e d a scene from a garage when he was asked to 
make a p i c t u r e on a subject which i n t e r e s t him most., 
I t was thus noticed t h a t c h i l d r e n of p r a c t i c a l 
i n t e r e s t s had u s u a l l y an o b j e c t i v e a t t i t u d e and t h a t they 
tended t o I d e n t i f y the objects i n Plate 38 as saws whereas 
c h i l d r e n of l i t e r a r y i n t e r e s t s or i n t e r e s t s of a less 
p r a c t i c a l type described the same objects as being b i r d s -
hens, owls, pigeons, eagles, p a r r o t s , the head of a 
Danish ship and so on. 
Case Study 3 ( & l r l . C.A. I 4 I.Q. I O 8 ) 
Her response t o p l a t e 38 was as folloxvs: 
"Looks l i k e two p a r r o t s - no, one p a r r o t and t h i s 
i s the shadow against the w a l l paper. He's on 
a s o r t of a perch. Looks as i f the pa r r o t i s 
asleep. (Here, she proceeded to give the s t o r y ) 
The p a r r o t had escaped. Had flown a long way, 
then he found out how s t u p i d he was t o f l y away 
so f a r from home. Then he flew a l l the way 
back home. He was t i r e d and th a t ' s how he 
f e l l asleep." 
Her response t o Plate 39 was as f o l l o w s : 
"OhJ I t ' s a g i r l wheeling a pram.... She's 
h u r r y i n g because a black cloud i s coming up. I t was 
the end of the day casting the yellow orange colour 
over everything. (Story) "She's out a l l day 
and she's h u r r y i n g home. The baby s i s t e r i s i n 
the pram. She's h u r r y i n g because shw would catah 
c o l d . She knows she w i l l be responsible i f the 
baby gets c o l d . She f e e l s responsible f o r t h i s 
beca.use she knows t h a t by t h i s time she i s fourteen. 
(The subject h e r s e l f i s fourteen) At home i s the 
mother who i s a widow about f i f t y . . . . Times are 
hard - not the modern time - ten years ago. (The 
subject's mother died ten years ago.)" 
The subject l i v e s w i t h her grand parents. Her 
grandfather was a warder i n a p r i s o n f o r many years. She 
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goes to Sunday school r e g u l a r l y . She tends t o p o i n t a 
moral i n her s t o r i e s . Her responses reveal t h a t she has 
l i t e r a r y , a r t i s t i c j domestic and s o c i a l i n t e r e s t s o She 
l i k e s t o draw p i c t u r e s o f people wearing costumes popular 
i n o l d times. 
The amoiint o f response e l i c i t e d was suggestive of 
the extent of i n t e l l i g e n c e though two exceptional trends 
were noticeable i n few cases = ( i ) excessive v e r b o s i t y 
or s u p e r f i c i a l i d e a t i o n i n the case of imaginative but l e s s 
i n t e l l i g e n t s u b j e c t i v e type of c h i l d r e n and ( i i ) r e s t r i c t e d 
response i n the case of less imaginative but r a t h e r 
i n t e l l i g e n t o b j e c t i v e tjrpe of c h i l d r e n . 
An example of the f i r s t type f o l l o w s : The f o l l o w i n g 
i s a p a r t of the response of a g i r l (C.Ao 12.1 I.Q. 94) 
to P l a t e 38. (She s t a r t s making s t o r i e s at once and narrates 
them mostly from imagination using i n the beginning the 
p i c t u r e as a background and o f t e n s u b s t i t u t i n g a character 
by h e r s e l f i f she has not s t a r t e d the story w i t h " I " ) 
"One day I was walking w i t h a f r i e n d to 
the c a s t l e when I saw two eagles swoop 
over our heads. We went to the o l d 
b u i l d i n g and we saw the eagles w a i t i n g 
outside. Suddenly we heard moans and 
we were very f r i g h t e n e d . We looked 
out t o see i f the eagles were s t i l l t here. 
Yes, they were w a i t i n g p a t i e n t l y . 
Suddenly, we heard a noise again. They were 
awful noises. We were f r i g h t e n e d . I said 
to my f r i e n d , "Let's go and f i n d out what 
t h a t noise i s . " She said, "Yes, we w i l l . 
I t w i l l be very e x c i t i n g o " So we went 
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nearer and nearer t i l l the noise became louder 
and louder. My f r i e n d says, "Ohi I am g e t t i n g 
f r i g h t e n e d now",,,.," 
The f o l l o w i n g i s a t y p i c a l example of an imaginative 
but f a i r l y i n t e l l i g e n t and subjective g i r l ' s response 
(O.A. 12c7= I«Q» 112) to P l a t e 38, (She has marked 
l i t e r a r y i n t e r e s t s . Tkere i s no excessive v e r b o s i t y i n 
her response which i s given here f o r comparison w i t h the 
above example) 
"They look l i k e f i g u r e s w i t h masks and 
long ropes. (Story) I happened to be 
v i s i t i n g an o l d c a s t l e which was supposed t o 
be haunted, I walked along and entered the 
room where the ghosts were supposed to be. 
No sooner had I entered than two f i g u r e s 
walked past me = one dressed i n a b l u i s h -
grey and the other i n a dark grey. Both 
of them were wearing masks," 
Here i s the f u l l response of a l e s s imaginative but 
r a t h e r i n t e l l i g e n t and o b j e c t i v e t3rpe of a boy to Plate 38, 
(CoAo 12o3 loQo 97 - an 'A' stream boy from a secondary 
modern school. His work i s s a t i s f a c t o r y ) 
"ijook l i k e two huge b i r d s l i k e eagles. 
I t looks l i k e they are perching on the c l i f f 
over the sea. That's a l l I can t h i n k of," 
This boy has marked p r a c t i c a l i n t e r e s t s . He loves 
t o make p i c t u r e s o f r a i l w a y engines. He i s good a t 
woodwork. 
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I'he f o l l o w i n g i s the response of the boy (O.A. 12.11 
i . v i . 99) referred t o i n Case study 7, Chapter I v. He has 
marked constimetional and a r t i s t i c i n t e r e s t s . Plate 19 
i s a reproduction of h i s p i c t u r e on the subject which 
i n t e r e s l B h i m most. 
(Plate 37) " I t shows l i k e a b u i l d i n g 
w i t h an olden days window .,... I t looks 
as i f i t i s a temple i n the Par East..... 
(the person) i s p u t t i n g something on the 
a l t a r , " 
(Plate 38) "This shows l i k e b i r d s . 
Behind them look l i k e bonny colours. Looks 
as i f there was a b u i l d i n g behind i t . I t 
looks l i k e these two b i r d s l i k e ornaments 
above the door," 
His(response t o one more p i c t u r e from the p r o j e c t i o n 
t e s t was as f o l l o w s : 
"This shows the'.ruins of a b u i l d i n g •= 
an o l d c a s t l e . This i s an arch i n one 
p a r t . I n one p a r t you see some kind of 
t r e e growing up out of the r u i n s . You 
see l i k e i v y grown over here from the 
b u i l d i n g s . Beyond the wa l l s i s l i k e a 
courtyard .... You can see grey flagstones." 
( v i i ) 
1, The t e s t consists of ten p a i n t i n g s of more or 
les s s u r r e a l i s t i c aspect. I t has been devised so as 
to provide vaguely s t r u c t u r e d environment, vague enough 
t o enable the subject to s t n i c t u r e h i s own environment on 
the basis of pa t t e r n s which are i d e n t i f i e d and i n t e r p r e t e d 
by him as p a r t s of h i s own environment which may be actual 
°^ i d e a l i s e d . 
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2. The t e s t e l i c i t e d responses which contained 
autobiographical data. These helped to make an obj e c t i v e 
study of the c h i l d r e n and to determine the centres of 
i n t e r e s t f o r them i n terms of environment and a c t i v i t y , 
t h e i r a b i l i t y to manipulate images and to organise and 
present ideas, t h e i r a b i l i t y t o c o n t r o l a s i t u a t i o n , t h e i r 
l e v e l of a s p i r a t i o n , t h e i r l i k e s and d i s l i k e s and some 
idea of t h e i r I n t e l l e c t u a l c a l i b r e and the richness of 
t h e i r experience. 
3. I t was noticed th a t c h i l d r e n of p r a c t i c a l i n t e r e s t s 
had u s u a l l y an o b j e c t i v e a t t i t u d e . 
4. The amount of response e l i c i t e d was suggestive 
of the extent of i n t e l l i g e n c e though two exceptional trends 
were noticeable i n a few cases - ( l ) excessive v e r b o s i t y 
or s u p e r f i c i a l i d e a t i o n i n the case of imaginative but less 
i n t e l l i g e n t s u b j e c t i v e type of c h i l d r e n ; (11) r e s t r i c t e d 
response i n the case of less imaginative but rat h e r 
i n t e l l i g e n t o b j e c t i v e type of c h i l d r e n . 
5 . The r e s u l t s agreed w i t h those based on the analysis 
of f r e e drawing and the f i n d i n g s i n r e l a t i o n to the 
Environment Preference Test. Agreement was also found 
between these r e s u l t s and those concluded from the 
i n t r o s p e c t i v e remarks and preferences made by c h i l d r e n while 
responding t o the Vi s u a l Aesthetic Test. 
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CHAPTER V I I 
Approach i n r e l a t i o n t o the Visual Aesthetic Test 
( i ) A hypothesis 
( i i ) The problem of aesthetics 
( i l l ) A need f o r a t e s t measuring 
v i s u a l a e sthetic i n t e l l i g e n c e 
( i v ) The aim and plan of the present 
t e s t . 
(v) Population 
( v i ) Results and conclusions 
( v i i ) Summary 
( i ) A hypothesis 
Since a r t i s expression r e f l e c t i n g the c u l t u r a l 
trends of contemporary society i t i s n a t u r a l t h a t i n 
v i s u a l a e s t h e t i c a p p r e c i a t i o n a person's preference f o r 
p a r t i c u l a r works of a r t reveals centres of i n t e r e s t f o r 
him i n a d d i t i o n to c e r t a i n f a c t o r s c h a r a c t e r i s t i c of 
the p a t t e r n s of h i s p e r s o n a l i t y . 
( 1 i ) The problem of aesthetics 
Bosanquet i n h i s "History of Aesthetics" ( 45 .p.1) 
p o i n t s out t h a t " i t was not before the l a t t e r h a l f of 
the eighteenth century t h a t the term 'aesthetic' was 
adopted w i t h the meaning now recognised, i n order to 
designate the philosophy of the b e a u t i f u l as a d i s t i n c t 
province of t h e o r e t i c a l enquiry. But the t h i n g existed 
before the name; f o r r e f l e c t i o n upon beauty and upon f i n e 
a r t begins among H e l l e n i c t h i n k e r s at l e a s t as ear l y 
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as the time of Socrates, i f not, i n a c e r t a i n sense, 
w i t h s t i l l e a r l i e r philosophers." 
"Experimental ae s t h e t i c s , " as reviewed by Vernon 
(46.p.134) i n h i s a r t i c l e "Tests i n Aesthetics", "owes 
i t s foundation t o Fechner's studies (I865-76)." "On 
the one hand," says S u l l y (47.-.337), there are the 
metaphysicians, from Plato t o the l a s t of the Germans 
who have descanted b e a u t i f u l l y on beauty and argued w i t h 
admirable d i a l e c t i c s k i l l t h a t i n i t s essence i t i s the 
p a r t i a l r e v e l a t i o n , dim through i t s sensuous medium, of 
the u l t i m a t e r e a l i t y , the d i v i n e idea. The i n t u i t i o n , 
by the d i v i n e element i n the s o u l , of the supernal and 
unatt a i n a b l e g l o r y i s c l e a r l y no subject f o r the prophane 
discussion of e m p i r i c a l science On the other hand, we 
have the dogmatic c r i t i c s , nimbly w i e l d i n g a number of 
a r t i s t i c p r i n c i p l e s . " S u l l y ( I 8 8 O ) maintains, however, 
t h a t "the supposition t h a t a l l a r t i s something mysterious 
and i n s u s c e p t i b l e of analysis and g e n e r a l i s a t i o n , can 
scarcely s a t i s f y the t h o u g h t f u l l o v e r of a r t , who i s 
accustomed t o r e f l e c t not only on the subtle d i f f e r e n c e s of 
school and of i n d i v i d u a l a r t i s t , but on the f e e l i n g s and 
ideas which pass through h i s mind i n o r d e r l y sequence under 
the s p e l l of a master work." 
As Burt (27) has pointed out the main r e s u l t of 
researches on aesthetics i s to show that our mental 
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a t t i t u d e towards what we take t o be an object of beauty 
i s exceedingly complex and d i f f e r s i n d i f f e r e n t persons. 
The e a r l i e r view held by philosophers that beauty i s 
o b j e c t i v e i s a matter of dispute among modern philosophers 
and psychologists. "The s u b j e c t i v i s t , " says Burt ( 2 7 .p.2 9 5 ) 
" i s r e a l l y sawing o f f the bough on which he s i t s . " The 
s u b j e c t i v i s t holds t h a t beauty i s "the f l e e t i n g e f f e c t of 
a s t a t e of mind"; but "the landscape and i t s beauty 
(as f o r example)," says Burt, go on e x i s t i n g even when 
there i s no one present to perceive them," Thus beauty 
i s an e t e r n a l aspect of u n i v e r s a l value and v a l i d i t y . 
I t i s , however, not a sensation ( " i t i s not perceived 
through some pa. r t i c u l a r sense-organ, set apart and 
sp e c i a l i s e d f o r t h a t purpose.") I t i s not "an image, or 
a thought, or a mere tangle of associations," I t i s not 
a f e e l i n g . I t i s not a " f l u t t e r of pleasure". I t i s to 
be found i n the arrangement (not forced or a r t i f i c i a l , but 
n a t u r a l and a l i v e ) of p a r t s which combine to make a 
( s i g n i f i c a n t and well-organised)whole. 
Stout ( 1902) d i s t i n g u i s h e s c r i t i c a l a t t i t u d e from 
a e s t h e t i c contemplation and asserts t h a t ( 4 8 ,p.1 0 ) "the 
exclamations, ' t h i s i s very f i n e ' , or ' I l i k e t h i s ' i f 
they are sincere, are conditioned by a previous moment of 
si n g l e enjoyment without judgment," Bullough's ( 1908) 
'associative' type r e c a l l s such previous experience while 
d e a l i n g w i t h a e s t h e t i c a p p r e c i a t i o n . Bullough's work on 
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a e s t h e t i c perceptions i s valuable. He d i s t i n g u i s h e s 
four 'perceptive types' and considers the a e s t h e t i c value 
of each of these types. According to him the 'objective' 
type (49.p.462) i s marked by "a t h e o r e t i c a l more than a 
p r a c t i c a l a t t i t u d e and shows the abstractness i n the absence 
of p e r s o n a l sympathy with the th i n g i t appreciates." The 
'p h y s i o l o g i c a l ' type"remains s t r i c t l y w i t h i n the l i m i t s of 
the p h y s i o l o g i c a l impressions To sub j e c t s of t h i s 
type colours are merely 'agreeable', but not ' b e a u t i f u l ' . " 
Bullough's two other types are ' a s s o c i a t i v e ' and 'character'. 
Valentine (I913) worked on the a e s t h e t i c preferences of 
c h i l d r e n , B u l l e y (1934) i n v e s t i g a t e d the a e s t h e t i c 
preferences of c h i l d r e n , men and women and found (52) that 
women showed s u p e r i o r i t y over men, younger c h i l d r e n over 
older c h i l d r e n and the p r o f e s s i o n a l over the "lower" c l a s s e s . 
Dewar (1937) p o i n t s out (53.p.30) that "so f a r p r a c t i c a l l y 
the only work with a c t u a l t e s t s of a r t i s t i c a p p r e c i a t i o n and 
performance among c h i l d r e n would seem to be that c a r r i e d 
out by Professor Burt and those who have worked with him 
as co-operators or a s s i s t a n t s - Miss Bulley, Miss F e l l i n g 
and Dr. Stephenson." She complains, however, that "no 
systematic comparison has been made of the d i f f e r e n t types 
of t e s t used i n t h i s country or abroad." Dewar's 
i n v e s t i g a t i o n of systematic comparison revealed that 
- I l l -
s e v e r a l d i f f e r e n t t e s t s of v i s u a l a e s t h e t i c appreciation 
c o r r e l a t e d together, even a f t e r the influ e n c e of i n t e l l i g e n c e 
had been eliminated. 
Williams E.,' Wintner L, and Woods, J.M. (I938) 
found (50 p.283) that "the capacity for l i t e r a r y appreciation 
c o r r e l a t e s with p i c t o r i a l and musical appreciation." 
Eysenck (I94O however, points out that the condition 
mentioned by Burt i n h i s question ( " i f we could brush 
a s i d e a l l i r r e l e v a n t a s s o c i a t i o n s , and take a completely 
detached view would there be any s o l i d ground for 
preference?" - Burt (1933): 'Psychology of Art' i n 'How 
not 
the mind works,' (p.289) had/been f u l f i l l e d i n the researches 
by Dewar and Williams and others. Eysenck (51.p.95) 
d i s t i n g u i s h e s three kinds of i r r e l e v a n t a s s o c i a t i o n s which 
are: ( i ) the i n f l u e n c e of c i v i l i s a t i o n ; t h i s includes 
e s p e c i a l l y teaching, t r a d i t i o n a l and general knowledge; 
( i i ) e x c e l l e n c e of technique; ( i i i ) f a m i l i a r i t y . 
Eysenck's i n v e s t i g a t i o n was based on p i c t o r i a l t e s t s which 
were f r e e of these three i r r e l e v a n t a s s o c i a t i o n s . He 
(51.p.102) found evidence for "a general o b j e c t i v e f a c t o r 
of v i s u a l a e s t h e t i c a p p r e c i a t i o n , which i s independent of 
teaching, t r a d i t i o n , and other i r r e l e v a n t a s s o c i a t i o n s . " 
According to him t h i s f a c t o r i s not i d e n t i c a l with 'g' ( = 
the general f a c t o r of cognitive a b i l i t y ) . 
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P e e l (1945) devised a method of i d e n t i f y i n g a e s t h e t i c 
types which emphasises the " q u a l i t i e s of the work of a r t 
r a t h e r than the temperamental q u a l i t i e s of the person." 
According to him (54.p.67) "the s e l e c t i o n of an optimum 
set of a r t i s t i c c r i t e r i a , and the subsequent comparison of 
the persons' orders of a e s t h e t i c preference with these 
c r i t e r i a by means of c o r r e l a t i o n , provides a b a s i s of 
a n a l y s i s f o r c a l c u l a t i n g the estimate of the persons' 
' l i k i n g ' i n terms of the a r t i s t i c q u a l i t i e s of the items, 
and f o r ana l y s i n g the c o r r e l a t i o n s into f a c t o r s c h a r a c t e r i s i n g 
the group of persons and c r i t e r i a . By e i t h e r of these 
approaches i t i s p o s s i b l e to as s e s s the fa c t o r s which 
c h a r a c t e r i s e the a t t i t u d e of a group of persons towards 
any t e s t of ap p r e c i a t i o n , i n terms of the a r t i s t i c q u a l i t i e s 
of the t e s t items." 
P i c k f o r d (194a) c a r r i e d out two experiments, one with 
p i c t u r e s and the other with music i n order to t e s t the 
hypothesis (55.p.135) that "the e s s e n t i a l tendencies, 
impulses or emotions expressed i n a r t are i n t e g r a t i o n s of 
other than uniquely a e s t h e t i c tendencies, while the e s s e n t i a l 
m a t e r i a l of a r t i s the harmonious i n t e g r a t i o n of o b j e c t s , 
forms, colours, sounds or other q u a l i t i e s into designs 
which express those emotions and tendencies." The r e s u l t s 
he obtained show two f a c t o r s (55.P.I40) "a general or 
a e s t h e t i c f a c t o r , which combines form or design with 
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emotional expression; and a b i p o l a r or t e c h n i c a l f a c t o r , which 
c o n t r a s t s rhythm, s e n t i m e n t a l i t y and accuracy of representation 
with i m p r e s s i o n i s t i c , c o l o u r f u l n e s s and symbolic q u a l i t i e s . " 
P l c k f o r d points out that i n view of the f a c t that h i s 
experiments gave decided support to the hypothesis t e s t e d , 
" a r t i s e s s e n t i a l l y the combination of emotional expression 
with harmonious design, while there are i m p r e s s i o n i s t i c , 
n a t u r a l i s t i c , s ymbolical, c o l o u r f u l and other ways of 
a c h i e v i n g t h i s end," 
( i i i ) The need fo r a t e s t measuring v i s u a l a e s t h e t i c 
i n t e l l i g e n c e 
Previous r e s e a r c h e s , e s p e c i a l l y those by Deva&r, Williams, 
Wintner and Woods, and Eysenck r e v e a l the existence of a 
general f a c t o r (not i d e n t i c a l with 'g', the general f a c t o r 
of c o g n i t i v e a b i l i t y ) which operates w i t h i n t e s t s of 
a e s t h e t i c a p p r e c i a t i o n . There i s , therefore, a p o s s i b i l i t y 
of measuring v i s u a l a e s t h e t i c i n t e l l i g e n c e by means of 
a s u i t a b l y devised t e s t which deals with the main e s s e n t i a l s 
of a e s t h e t i c s . B u l l e y ' s t e s t s , one of which was applied 
by Burt to s e v e r a l thousands of s u b j e c t s of a l l ages through 
the B.B.C. and Meier's 'Art Judgment Test' have y i e l d e d 
s i g n i f i c a n t r e s u l t s . The w r i t e r , hox^ever,contends that 
they do not d e a l with a l l the main e s s e n t i a l s of a e s t h e t i c s . 
I n estimating a c h i l d ' s a b i l i t y to study a r t , or i n 
e s t i m a t i n g a person's a r t i s t i c c a reer the measure of v i s u a l 
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a e s t h e t i c i n t e l l i g e n c e or a r t i s t i c t a l e n t i s h e l p f u l not 
only to e d u c a t i o n i s t s and a r t i n s t i t u t i o n s but a l s o to 
v o c a t i o n a l p s y c h o l o g i s t s and manufacturers concerned with 
design i n i n d u s t r y . 
( i v ) The aim and plan of the present t e s t 
The aim of the t e s t was f i r s t l y to t e s t the a e s t h e t i c 
sense of c h i l d r e n with a view to f i n d i n g out to what extent 
a e s t h e t i c i n t e l l i g e n c e operating i n v i s u a l a e s t h e t i c 
a p p r e c i a t i o n c o r r e l a t e d with general i n t e l l i g e n c e and a l s o 
with a r t i s t i c a b i l i t y and secondly, to study the i n t r o s p e c t i v e 
remarks of c h i l d r e n while responding to the t e s t with a 
view to determining centres of i n t e r e s t f o r them at various 
age l e v e l s . The w r i t e r had t h i s two-fold aim i n view since 
he wanted to supplement the f i n d i n g s d e a l t with i n Chapter IV. 
P r o f e s s o r P e e l provided the following standards for the 
present t e s t . 
( i ) modern a r t v t r a d i t i o n a l a r t 
( i l ) good a r t v bad a r t 
( i i i ) good composition v bad composition 
( i v ) rhythm v symmetry 
(v) subdued colours v bright colours 
The following conditions governed the s e l e c t i o n of the 
m a t e r i a l f o r the present r e s e a r c h : -
( i ) The p i c t u r e s were almost completely unknown 
to the s u b j e c t s (except the population drawn from the f i n e 
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1(a) Reproductions marked by unconventional and o r i g i n a l 
techniques 
1. Matthew Smith: "Pale Pink Roses" 
2. P i c a s s o : "Femme A s s i s e " 
3. Maurice De Vlaminck: "The r i v e r " 
4- Cezanne: "Aix: Paysage Rocheux" 
5. Franz Marc: "Tower of Blue Horses" 
6, Van Gogh: "Cypressenlandschaft" 
7» C h i r i c o : "Horses" 
8. Paul Nash: "The Bridge" 
9 = V i c t o r Pasmore: " E v e r l a s t i n g Flowers" 
10. Modern v e r s i o n of a ' s t i l l l i f e ' by Professor Peel 
1(b) Reproductions marked fay conventional and common 
techniques ' 
1. K. Cameron, R.S.W. 
2. James Sant, R,A. 
3 . Wilson: 
4„ E t h e l b e r t \fhite: 
5. Franz Marc: 
6. Hobbema: 
7. L i o n e l Edwards, R . I . 
8. Edward Heally: 
9 . Anne D. Mulr, R.S.W. 
10. Conventional v e r s i o n 
"Roses, The G-arden's Pride" 
"The Soul's Awakening" 
"The Thames near Twickenham" 
"Landscape with Red Roof" 
"Red Horses" 
"The Avenue" 
"The V i s i t o r " 
"Old B r i g O'Dee, Braemar" 
"Autumn Treasures" 
of a ' s t i l l l i f e ' by 
Professor P e e l 
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Test 2 
This i s designed to t e s t a person's sense of a r t i s t i c 
m e rit. I t c o n s i s t s of f i v e p a i r s of reproductions as 
f o l l o w s : -
1 ( a ) Reproductions of 'good'art 
1 . John Nash: 
2 o Auguste Renoir: 
3 , David Cox: 
4 o Constable: 
5 . Franz Marc: 
2 ( b ) -Reproductions of 'bad' a r t 
1 . E d i t h A. Andrews: 
2 . Anna A i r y , R . I . : 
3 . Reginald M i l l s : 
4. Reginald M i l l s : 
5 . Reginald M i l l s : 
"Autumn" 
"Lady Sewing" 





" 'Mid f r u i t f u l f i e l d s " 
"A country Lane" 
"Among the Heather" 
Test 3 
This i s designed to t e s t a person's sense of compositionc 
I t c o n s i s t s of ten p i c t u r e s d e a l i n g with the same objects 
but showing them i n d i f f e r e n t arrangement i n each case. 
This m a t e r i a l was p a r t of a s e r i e s designed by Professor 
P e e l for use i n h i s r e s e a r c h on the i d e n t i f i c a t i o n of 
a e s t h e t i c types. "A good composition," as Peel defines i t , 
( 5 4 . p . 6 3 ) i s one i n which the elements chhere, balance and 
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preserve a s a t i s f y i n g harmony and u n i t y . " An example 
fol l o w s : 
Test 4 
This t e s t i s devised to t e s t a person's sense of 
harmony i n design. I t c o n s i s t s of ten p a i r s each of which 
i n c l u d e s a rhythmical p a t t e r n and a symmetrical pa t t e r n . 
'Every b e a u t i f u l form i n t h i s world," says Ruskin ( l , p . 3 4 3 ) 
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" i s v a r i e d I n the minutiae of the balanced s i d e s . . . . Place 
the most b e a u t i f u l of human forms i n exact symmetry of 
p o s i t i o n , and c u r l the h a i r i n t o equal c u r l s on both s i d e s , 
and i t v r l l l become r i d i c u l o u s or monstrous." Two examples 
one of rhythm and the other of symmetry follow:-
Test 5 
This t e s t i s designed to t e s t a person's sense of 
colour. I t c o n s i s t s of ten p l a t e s each of which deals 
with the same p a t t e r n but d i f f e r e n t colour: i t i s 
f i n i s h e d e i t h e r i n subdued or bright colours. Two 
examples follow: 
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the same a r t school a l s o helped to check the c r i t e r i a . 
The d i s c u s s i o n with the l e c t u r e r and the responses of the 
a r t students r e v e a l e d that there was no dispute about the 
c r i t e r i a used i n s e l e c t i n g the m a t e r i a l , though i n some 
p a i r s the d i f f e r e n c e between one p a t t e r n and the other was 
very subtle - e s p e c i a l l y f o r rhythmical and symmetrical 
p a t t e r n s . 
( v l ) R e s u l t s and conclusions 
The w r i t e r made i t a point to give the A e s t h e t i c Test 
immediately a f t e r the P r o j e c t i o n Test was taken by c h i l d r e n . 
Though i t was made c l e a r to each subject before s t a r t i n g 
with the A e s t h e t i c t e s t that what he or she had to do was 
to s e l e c t the b e t t e r p i c t u r e from each p a i r , the p r a c t i c e 
r 
of i n t e r p r e t i n g the p i c t u r e s of the P r o j e c t i v e Test had 
i t s e f f e c t , and the i n t r o s p e c t i v e comments made now and 
then by the s u b j e c t s therefore revealed some very i n t e r e s t i n g 
f a c t o r s , 
Dewar ( 5 3 , p , 4 6 ) found that among both c h i l d r e n and 
a d u l t s the best judges u s u a l l y gave t h e i r Judgments s w i f t l y 
and u n h e s i t a t i n g l y on the general e f f e c t of the two p i c t u r e s 
taken ^ s a whole. The wi-iter encountered, hox«?ever, two 
types of s u b j e c t s who showed a tendency to a r r i v e at a 
quick d e c i s i o n : the matter-of-fact (that i s o b j e c t i v e ) 
i n t e l l e c t u a l s u b j e c t s (with I.Q's of over I08) and the 
m a t t e r - o f - f a c t l e s s i n t e l l e c t u a l s u b j e c t s (with I.Q's ranging 
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from 7 5 to 8 7 ) . The reason for the quickness of the 
former group may probably, be explained by t h e i r a b i l i t y 
to reason out the set problem - i n other words t h e i r 
i n t e l l e c t u a l endowment. The quickness of the l a t t e r group, 
on the other hand, may probably be due to the r i g i d i t y charact^ 
e r i s t i c of the f i x e d b a r r i e r s of t h e i r f i e l d s of observation. 
T h i s , i t appears, to the w r i t e r that both I n t e l l e c t u a l 
endowment and i n t e l l e c t u a l l i m i t a t i o n s are responsible 
f o r a r r i v i n g at a quick d e c i s i o n . This g e n e r a l i s a t i o n 
should however, be supplemented by another observation that 
both s u b j e c t i v e i n t e l l e c t u a l and s u b j e c t i v e l e s s i n t e l l e c t u a l 
s u b j e c t s took a l i t t l e more time i n coming to a d e c i s i o n . 
The s u b j e c t i v e i n t e l l e c t u a l s u b j e c t s u s u a l l y made a sound 
d e c i s i o n and they tended not to a l t e r the d e c i s i o n they 
a r r i v e d a t , whereas the s u b j e c t i v e l e s s . i n t e l l e c t u a l subjects 
not only tended to make a wrong d e c i s i o n but often did not 
know t h e i r mind. Having suspected t h i s i n a few cases the 
w r i t e r asked one of the s u b j e c t s (Boy, I . Q . 7 5 ) to make 
sure that he l i k e d the p i c t u r e he pointed at b e t t e r than 
the other one. He, at once, changed h i s belated d e c i s i o n . 
He was then t o l d , " I think you have now made sure that you 
l i k e t h i s p i c t u r e b e t t e r than that one." He shook h i s head 
wondering i f he had made sure about i t and pointed at the 
p i c t u r e of h i s f i r s t choice. 
The f a c t , as Dewar has pointed out ( 5 3 . p . 4 4 ) that the 
d i f f e r e n t a t t i t u d e s revealed by the i n t r o s p e c t i v e comments 
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made by the s u b j e c t s a l s o agree with the d i f f e r e n t types 
of a p p r e c i a t i o n , xvhile at the same time they seem to a f f o r d 
some index of a r t i s t i c l e v e l " was a l s o noticed by the w r i t e r 
who, i n addition to these two f a c t o r s , observed the following 
f a c t o r s : an estimation of the s u b j e c t ' s l e v e l of a s p i r a t i o n 
and h i s a t t i t u d e to s o c i e t y and nature; h i s l e v e l of 
i d e a t i o n , h i s e t h i c a l concepts, h i s personal a s s o c i a t i o n 
(Dewar noticed t h i s a l s o ) a l i m i t e d but d e f i n i t e range of 
i n t e r e s t s whether r e c r e a t i o n a l (exploratory or non-exploratory) 
l i t e r a r y , t h e o r e t i c a l ( c h a r a c t e r i s t i c of a tendency to 
g e n e r a l i s e ) , s c i e n t i f i c (that i s , p r a c t i c a l , b i o l o g i c a l , 
mechanical and "wonder" i n t e r e s t s ) , or v o c a t i o n a l or 
academic (that i s , i n t e r e s t i n some p a r t i c u l a r school 
s u b j e c t , as i n the case of a subject-minded c h i l d ) and a 
degree of c r i t i c a l a t t i t u d e and some idea about the s u b j e c t ' s 
i n t e l l e c t u a l s t a t u s . 
The s u b j e c t s who. I n the beginning did not pass any 
remarks, were encouraged to say a xvord or two, i f they l i k e d , 
about why one p i c t u r e was b e t t e r than the other or what made 
.them choose a p a r t i c u l a r p i c t u r e and not the other. 
Personal a s s o c i a t i o n was revealed i n remarks l i k e the 
following: " I t seems as i f you were i n the p i c t u r e , " 
" I t ' s something l i k e the dreamland which you always wanted 
to see"; "not the everyday flowers: therefore, I l i k e them"; 
" I l i k e the country and love a l l s o r t of t h i s kind." 
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Remarks l i k e , "This i s not merely a p i c t u r e " or " i f you 
have imagination you get more out of i t " , i n d icated, to some 
extent, the l e v e l of the c h i l d ' s i d e a t i o n , i n t e l l i g e n c e 
and h i s a b i l i t y to g e n e r a l i s e . R e c r e a t i o n a l i n t e r e s t s i n 
terms of exploratory a c t i v i t y were suggested i n in t r o s p e c t i o n s 
l i k e , "More away from the bus t l e of the world." Some index 
of a r t i s t i c l e v e l was i n d i c a t e d inreraarks l i k e " I t looks 
more l i k e a p a i n t i n g than the other one," or "Best one to 
pa i n t " , or "The a r t i s t has done a b e t t e r job i n t h i s one". 
The g i r l who painted "An Eighteenth Century B a l l " representing 
f a i r women i n picturesque costumes and men bowing to them 
r e s p e c t f u l l y commented on James Sant's, "The Soul's 
Awakening" i n the following words, "Oh', t h i s oneJ She 
looks defying: looks r i c h with a l l the v e l v e t on". She 
l i k e d Anna A i r y ' s "Embroidery" because of the gorgeous dress 
of the woman represented i n i t . Remarks such as these 
i n d i c a t e d the s u b j e c t ' s a r t i s t i c or occupational i n t e r e s t 
i n d r e s s designing and perhaps the l e v e l of her a s p i r a t i o n . 
E t h i c a l concepts or r e l i g i o u s i n t e r e s t s were revealed i n 
i n t r o s p e c t i v e remarks l i k e " i t shows h o l i n e s s and peace 
to me," or '^I l i k e reading s t o r i e s about Jesus." The 
c r i t i c a l a t t i t u d e of a subject was often revealed by remarks 
such as the following: "This one looks l i k e a r e a l 
p a i n t i n g " , "This one looks r e a l " , "This i s not at a l l 
r e a l " , "This one looks more l i k e one done by an a r t i s t ; 
the other one looks l i k e p r i n t e d " ; "The other oae looks 
too f a n t a s t i c . " 
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The comments made by c h i l d r e n who were found to be 
looking more f o r r e a l i t y i n p i c t u r e s were ste r i o t y p e d . 
Children keen on woodwork or c o n s t r u c t i o n a l hobbies 
tended to choose symmetry i n design r a t h e r than rhythm. 
Four of the c h i l d r e n t e s t e d were twins and t h e i r 
I,Q . ' s , a e s t h e t i c scores and the scores f o r a r t i s t i c 
a b i l i t y were as follows: 
Subjects Age I.Q. Aes t h e t i c Score f o r Score a r t i s t i c 
y a b i l i t y 
Ao G i r l 12.1 90 42 17 
B. G i r l 12,1 94 37 16 
C. G i r l 14.6 80 28 10 
D. G i r l 14.5 86 23 10 
The average a e s t h e t i c score obtained by 25 boys 
of the ages ranging from 11 to 16 years was 27^92 
whereas the average a e s t h e t i c score gained by 30 g i r l s 
of the same ages was 31»76. G i r l s e x c e l l e d boys i n 
preference f o r techniques, design and colour. Their 






















Boys 2,6b 2.72 11,24 7.72 3.56 27.92 
G i r l s 4.17 2,93 11.1 8.9 4»73 31.76 
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The t o t a l score f o r boys ranged from 9 to 45 
whereas f o r g i r l s i t ranged from 13 to 66. 
The average a e s t h e t i c score obtained by 10 boys of 
the ages ranging from 5 to 9 years was 37.5 whereas the 
average a e s t h e t i c score f o r 10 g i r l s of the same ages 
was 36.5• This t o t a l score f o r these boys ranged from 
25 to 49 whereas the t o t a l score for these g i r l s ranged 
from 29 to 53- T h e i r a c t u a l average score i n each t e s t 
























Boys 9ol 3.6 a.2 10.2 6o4 37.5. 
J i r l s 9.1 4.4 8.4 9»3 5«3 3^'.5 
Thus the score obtained by younger boys and g i r l s 
was found to be f a i r l y i d e n t i c a l and i t was higher than 
the score obtained by older c h i l d r e n . The lowest 
i n d i v i d u a l score obtained by younger' c h i l d r e n was about 
3 times higher than the lowest i n d i v i d u a l score obtained 
by older c h i l d r e n . 
The t o t a l score obtained by 12 senior a r t men 
students ranged from 70 to 8 8 whereas the t o t a l score 
f o r ' s e n i o r women a r t students ranged from 66 to 85. The 
average a e s t h e t i c score obtained by these male students 
= 1 2 7 = 
was 7S0O8 and by the female stuaents was 7^. Their 
actual average score i n each test i s given below:-
Test 1 Test 2 Test 3 Test 4 Test 5 TOTAL 
(out of (out of (out of (out of (out of (out of 
2 0 ) 2 0 ) 2 0 ) 2 0 ) 2 0 ) 1 0 0 ) 
Men i 6 o 7 5 1 9 « 3 3 l 3 o l 7 1 6 . 4 1 1 2 . 4 7 8 o 0 8 
[Women 1 6 , 4 2 1 8 , 2 8 I4086 1 7 „ 1 4 1 1 „ 2 8 7 8 . 
The difference i n the aesthetic score f o r younger 
boys and g i r l s was negligible. The difference was also 
negligible i n the case of adult a r t students - both 
men and women. The difference i n the aesthetic score 
f o r the older boys and g i r l s was, however, found to be 
rather marked and the w r i t e r tends to believe that 
t h i s difference continues throughout adolescence and i n 
the adult l i f e of laymen and lay women. The writer gave 
the test to two laymen and two lay women; but as there 
were only 4 subjects, he has not discussed the results 
here. 
I n order to get an aesthetic quotient comparable 
to the int e l l i g e n c e quotient, the writer added 50 to 
the score of each of the 75 children whose average 
scores were given above and the results are graphically 
represented i n the following histogram showing the 
d i s t r i b u t i o n of frequency. 
56- ^ 1 ' S»'i i(>' "'" 
:6 0 6S 70 "ff § 0 . SS 'Je ' J f i , t«o 1"^ "0 I t s lac '-^^ 
The l o Q o ' s of the 5 0 children representing a cross 
section of a secondary modern school and t h e i r aesthetic 
scores had a small but positive correlation of o l l 2 . 
Aesthetic scores and scores f o r a r t i s t i c a b i l i t y also 
showed a small but positive correlation of o l o The 
co r r e l a t i o n between intelligence and a r t i s t i c a b i l i t y was, 
however, found to be negligible ( o 0 2 ) , l o Q o ' S were also 
correlated with raw scores obtained by the children i n each 
sub=testo The results revealed that the correlation 
between intelligence and preference f o r o r i g i n a l techniques 
was = . 1 2 c The co r r e l a t i o n between intelligence and 
discrimination of good a r t from bad a r t was „ 0 0 6 < . The 
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c o r r e l a t i o n between intelligence and sense of composition 
was ,43 which was f a i r l y s i g n i f i c a n t . The correlation 
between intelligence and ( i ) sense of design ( i i ) sense 
of colour were found to be o047 and -«036 respectively. 
Thus i t was only with the sense of composition that 
intelligence was found to correlate to any extent, 
( v i i ) Summary 
1 , The present visual aesthetic test was considered 
o 
to t e s t the hypothesis that since a r t i s expression 
r e f l e c t i n g the c u l t u r a l trends of contemporary society 
i t i s natural that i n visual aesthetic appreciation a 
person's preference f o r pa r t i c u l a r works of a r t reveals 
centres of in t e r e s t f o r him i n addition to certain factors 
characteristic of the patterns of his personality, 
2 , The introspective comments made by subjects 
gave an idea of the aesthetic outlook of the subject; of 
his l e v e l of aspiration and his at t i t u d e to society and 
nature; of his l e v e l of ideation, his ethical concepts, 
his personal association; of a l i m i t e d but d e f i n i t e 
range of interests whether recreational (exploratory or non= 
exploratory), l i t e r a r y , a r t i s t i c , theoretical (characteristic 
of a tendency to generalise), s c i e n t i f i c (that i s , p r a c t i c a l , 
b i o l o g i c a l , mechanical and "wonder" i n t e r e s l ^ , or vocational 
or academic (that i s i n t e r e s t i n some pa r t i c u l a r school 
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subject as i n the case of a subject-minded c h i l d ) ; of 
his c r i t i c a l a t t i t u d e ; and of his i n t e l l e c t u a l status 
3. The introspective comments made by children 
who were found to be looking more f o r r e a l i t y i n pictures 
were steriotyped. 
4. Children keen on woodwork and constructional 
hobbies tended to choose syinmetry i n design rather than 
rhythm. 
5. Children's sense of the beautiful was found to 
be more marked before the age of nine than a f t e r , 
6. Sex differences were more markedly noticeable 
among adolescents, g i r l s usually excelling boys i n visual 
aesthetic appreciation. Sex differences were not 
markedly noticeable i n children under the age of nine, nor 
i n adult a r t students, 
7. The objective i n t e l l e c t u a l subjects (with I.Q.'s 
of over 108) and the objective less i n t e l l e c t u a l subjects 
(with I.Q.'s ranging from 75 to 87) showed a tendency to 
arrive at a quicker decision than the subjective 
i n t e l l e c t u a l and the subjective less i n t e l l e c t u a l subjects» 
8. A small but positive correlation of ,112 was 
found between visual aesthetic intelligence and general 
=131' 
in t e l l i g e n c e . Visual aesthetic intelligence and a r t i s t i c 
a b i l i t y also showed a small but positive correlation of .1, 
The co r r e l a t i o n between general intelligence and the sense 
of composition i n the present visual aesthetic test 
was foiind to be <,43» The correlation between general 
inte l l i g e n c e and preference f o r o r i g i n a l techniques, 
discrimination of good a r t from bad a r t , sense of design 
and sense of colour were found to be negligible. 
=132= 
CHAPTER V I I I 
A Summary of Conclusions 
The present research aims at studying children's 
expression. The w r i t e r , at the outset, r e s t r i c t e d his 
research to children's free drawing, but subsequently he 
enlarged the scope of the study through the following 
tests which he devised and administered to unselected 
groups of children representing cross-sections of the 
schools from which they were drawn: (1) The Environment 
Preference Test (2) The Projection Test (3) The 
Visual Aesthetic Test, 
The approach i n r e l a t i o n to free drawing was based 
on the hypothesis that children translate t h e i r excitement 
(which contributes to creative process) into pictures, 
into play, into phantasy-thinking, int o verbal expression. 
The c h i l d records the images and impressions which loom 
large i n a t o t a l s i t u a t i o n i n which he i s the chief actor. 
I n the awareness of t h i s t o t a l s i t u a t i o n the c h i l d creates. 
1769 children ag«i5 to 17 years and drawn from six 
schools were asked to draw and paint pictures on the subjects 
which interested them most. Children were allowed complete 
freedom i n t h e i r choice of subjects, technique and colour. 
These pictures were analysed with a view to studying 
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expression i n a r t at various age lev e l s . The following 
i s a b r i e f summary of resultso 
l o I n his free drawing the c h i l d records the 
images and impressions w*iich loom large .in a t o t a l 
s i t u a t i o n i n terms of his environment and a c t i v i t y . 
2, Environment seems to play an important part i n 
the child's conception of the world around him and his 
mode of representing i t . The environment a c h i l d depicts 
i n h is work represents his own environment, which as a 
matter-of-fact serves f o r an introduction to his f i e l d of 
a c t i v i t y . This f i e l d of a c t i v i t y indicates the f r o n t i e r s 
of the child's world which he has been exploring and 
which i s expressive of the d3niamic aspect of his l i f e space 
at his ageo 
3o Children represent t h e i r environment and a c t i v i t y 
i n t h e i r pictures. This representation was found helpful 
i n detearming centres of i n t e r e s t f o r them at various age 
levels. Interests as revealed i n children's drawings were 
c l a s s i f i e d as creational, s c i e n t i f i c , domestic, social, 
a r t i s t i c , academic, r e l i g i o u s , occupational and "fairyland" 
i n t e r e s t s , Becreational interests were subdivided int o 
two d i s t i n c t categories: interests i n exploratory a c t i v i t y 
and interests i n non-exploratory a c t i v i t y . Pour d i f f e r e n t 
environments i n terms of ( i ) urban areas ( i i ) coxmtrysidej 
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( i i i ) environment i n terms of means, such as vehicles 
f o r exploration, and (iv ) sites f o r camping and desolate 
areas were related to the exploratory a c t i v i t y . To the 
non-exploratory a c t i v i t y were related the following three 
types of environment: (1) environment suitable f o r sports 
and games ( i i ) environment f o r visual types and other 
types of entertainment, ( i i i ) environment f o r adventure, 
4, Exploratory a c t i v i t y i s more marked i n the case 
of boys than g i r l s at the ages of f i v e , six and seven. By 
the age of seven and a f t e r g i r l s also show interest i n 
exploratory a c t i v i t y which i s , however, r e s t r i c t e d i n the 
main to urban and countryside environment. Even the sites 
f o r camping represented i n t h e i r pictures have more of the 
urban or countryside aspect than the aspect of desolate 
areas, 
5, The countryside pictures drawn by boys d i f f e r 
from those done by g i r l s i n presenting the environment, 
Gi r l s often bring i n flowers and something of the f a m i l i a r •= 
too f a m i l i a r = aspect usually to be found only i n an urban 
area. Boys bring i n something of the desolate aspect where 
exploration f o r the sake of adventure i s possible. Girls 
on the other hand give a domestic touch to wdiat they deal 
with, 
6, More boys than g i r l s show s c i e n t i f i c interests 
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i n t h e i r a r t i s t i c expression. S c i e n t i f i c interests 
were subdivided into ( i ) b i o l o g i c a l , ( i i ) mechanical, 
( i i i ) constructional and ( i v ) "wonder" interests. IThile 
boys' i n t e r e s t were mainly mechanical and constructional 
and also b i o l o g i c a l , g i r l s ' interests were r e s t r i c t e d only 
to b i o l o g i c a l . 
7, Domestic interests were subdivided into ( i ) 
environment- and a c t i v i t y r e l a t i n g to the i n t e r i o r aspect 
of home, ( i i ) environment and a c t i v i t y r e l a t i n g to the 
exter i o r aspect of home, and ( i i i ) a c t i v i t y l i k e shop;oing 
etc., and environment suitable f o r carrying out such 
a c t i v i t y . I t i s obvious that g i r l s have f a r more marked 
domestic int e r e s t s than boys. More secondary modern school 
g i r l s have domestic interests than grammar school g i r l s . 
8, More secondary school children represent i n t h e i r 
drawings environment connected with occupational a c t i v i t y 
than grammar school children. 
So I t pears that the "fairyland" interests are 
revealed i n the a r t i s t i c expression of g i r l s e a r l i e r than 
boys. These interests (for g i r l s ) l a s t over a longer 
period, even into adolescence, than f o r boys who do not 
generally draw f a i r i e s i n t h e i r pictures. 
10. Social interests were subdivided into three 
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categories i n terms of a c t i v i t y , namely ( i ) dance, 
( i i ) dramatisation, and ( i i i ) other social a c t i v i t i e s 
carried out i n a social environment. These interests are 
more markedly revealed i n the a r t i s t i c expression of g i r l s 
than of boys. I t i s interesting to note, however, that 
more grammar school g i r l s than secondary modem school 
g i r l s show social i n t e r e s t s , 
11. The mechanical interests of boys may mean 
occupational in t e r e s t s i n certain jobs or they may be 
academic interests i n the sense that they l i k e that kind 
of p r a c t i c a l work i n school or such interests may be 
recreational i n the sense of r e l a t i n g to certain 1® bbies. 
•12, A child's word=picture i s usually consistent' 
with his p i c t o r i a l expression. 
13. 50 paintings done by children representing 
a cross-section of a secondary modem school were 
submitted to a batch of 11 judges drawn from a Pine Art 
Department of a University. The jiidges were asked to 
rate the pintings f o r the following q u a l i t i e s on a 5- point 
scale: ( i ) composition; ( i i j sense of colour; ( i i i ) 
draughtsmanship; ( i v ) form (rhythm or symmetry); (v) 
qu a l i t y of painting; ( v i ) expression; ( v i i ) theme; 
( v i i i ) sense of proportion; ( i x ) treatment of details; 
(x) emotional expression th3:!ough form. 
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The corr e l a t i o n between intelligence and a r t i s t i c 
a b i l i t y was found to be hegligible (.02) I n short, ( i ) 
children's pictures r e f l e c t t h e i r l i t t l e l i v e s - t h e i r 
concept of the world the f r o n t i e r s of which are the 
f r o n t i e r s of t h e i r own f i e l d of a c t i v i t y and of observation. 
They are expressive of the djmamic aspect of t h e i r l i f e 
space at various age levels; ( i i ) environmental, 
i n t e l l e c t u a l and sex difference are more important than 
age i n forming interests; ( i i i ) the subject chosen 
of his free w i l l and treated by a c h i l d i n his drawing i s 
expressive of the centre of interest i n terms of environment 
and a c t i v i t y f o r that c h i l d and at the same time, i t i s 
suggestive of the extent of the f i e l d of interests f o r the 
children of his own age; ( i v ) children i n t h e i r free 
drawing record the c u l t u r a l trends of contemporary see i e t y 
as interpreted by them i n visual terms; (v) the correlation 
between in t e l l i g e n c e and a r t i s t i c a b i l i t y was found to be 
ne g l i g i b l e . 
The approach i n the "Environment Preference Test" 
was based on the hypothesis that a picture i s l i k e d by 
a c h i l d or an adult because i t represents environment and 
a c t i v i t y which correspond to his own environment and a c t i v i t y , 
actual or idealised. A p o s s i b i l i t y of testing a person's 
l i k i n g f o r a p a r t i c u l a r environment and a c t i v i t y was, 
therefore, envisaged by asking him to select fhe picture 
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which appealed to him more from each of a number of pairs 
dealing with aspects of a c t i v i t y , wholeness of the theme 
or f a m i l i a r environment as contrasted with aspects of 
i n a c t i v i t y , p a r t i a l treatment of the theme or unfamiliar 
environment. The following i s a b r i e f summary of results: 
(1) Children usually prefer pictures representing 
aspects of social a c t i v i t y , wholeness of the theme or 
f a m i l i a r environment. I t i s "people", "buildings" 
"colour" and " l i f e " which appeal to them more on the whole, 
(2) Age or sex and, perhaps, intelligence as well 
do not a f f e c t children's preference for pictures 
representing environment or a c t i v i t y i n social terms. 
(3) The educational and psychological implications 
of the results seem to be s i g n i f i c a n t i n that t h i s t e s t reveals] 
the centres of i n t e r e s t f o r the c h i l d i n terms of 
environment and a c t i v i t y . The results are therefore 
expected to be useful i n formulating principles of 
, curriculum = making. I t also reveals the need f o r 
guiding those children who p a r t i c u l a r l y lack social 
stimulus. 
The approach i n the "Projection Test" was based on the 
hypothesis that children are highly imaginative and the 
material of a projection t e s t meant fo r children should 
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therefore provide stimulus to t h e i r imagination. This 
may reveaj. the dynamics of t h e i r personality. Their 
responses may p a r t i c u l a r l y reveal centres of int e r e s t 
f o r them i n addition to certain t r a i t s of character and 
personality. 
The t e s t consists of ten paintings of more or less 
s u r r e a l i s t i c aspect. I t thus strikes a balance between 
the Rorschach and the T«A.T. material, i n that i t i s 
neither too unstructured nor overstructured. I t . i s 
devised so as to provide vaguely structured environment 
vague enough to enable the subject to structure his own 
environment on the basis of patterns which are i d e n t i f i e d 
and interpreted by him as parts of his own environment 
which may be actual or idealised. The following i s a 
b r i e f summary of results: 
1, The t e s t e l i c i t e d responses which contained 
autobiographical data. These helped to make an objective 
study of the children and to determine the centres of 
in t e r e s t f o r them i n terms of environment and a c t i v i t y , 
t h e i r a c t i v i t y to manipulate images and to organise and 
present ideas, t h e i r a b i l i t y to control a si t u a t i o n , t h e i r 
l e v e l of aspiration, t h e i r l i k e s and dislikes and some 
idea of t h e i r i n t e l l e c t u a l calibre and the richness of t h e i r 
experience. 
- 1 4 0 = 
2, The amount of response e l i c i t e d xi'as suggestive 
of the extent of intelligence though two exceptional 
trends were noticeable i n some cases - ( i ) excessive 
verbosity or s u p e r f i c i a l ideation i n the case of 
imaginative but less i n t e l l i g e n t subjective type of 
children; ( i i ) r e s t r i c t e d response i n the case of 
less imaginative but rather I n t e l l i g e n t objective type 
of children. 
3 . The sesults agreed with those based on the 
analysis of free drawing and the findings of the 
Environment Preference Test. Agreement was also 
found between these results and those concluded from the 
introspective remarks and preferences made by the children 
while responding to the Visual Aesthetic Test. 
The approach i n the Visual Aesthetic Test was 
based on the hypothesis that since art i s expression 
r e f l e c t i n g the c u l t u r a l trends of contemporary society, 
i t i s natural that i n visual aesthetic appreciation 
a person's preference for p a r t i c u l a r works of art reveals 
centres of interest for him i n addition to certain 
personality characteristics. 
The Visual Aesthetic Test was divided into f i v e 
sub-tests. Test 1 was designed to test a person's 
preference for unconventional and o r i g i n a l techniques. 
I t consisted of ten pairs of reproductions marked by 
- 1 4 1 -
imconventional and o r i g i n a l techniques as contrasted x-:ith 
the reproductions marked by conventional and common 
techniques. Test 2 was designed to test a person's 
sense of a r t i s t i c merit. I t consisted of f i v e pairs 
of reproductions of 'good' art as well as 'bad' a r t . 
Test 3 was designed to test a person's sense of composition. 
I t consisted of ten pictures dealing with the same objects 
but showing them i n d i f f e r e n t arrangement i n each case. 
Test 4 was devised to test a person's sense of hermony 
i n design. I t consisted of ten pairs each of which 
includes a rhythmical pattern and a symmetrical pattern. 
Test 5 was designed to t'est a person's sense of colour. 
I t consisted of ten plates each of which dealing with 
the same pattern but d i f f e r e n t colour. The following i s 
a b r i e f summary of resu l t s , 
1 , The introspective comments made by subjects 
gave an idea of the aesthetic outlook of the subject; 
of his l e v e l of aspiration and his attitude to society asld 
nature; of his l e v e l of Ideation, his eth i c a l concepts, 
his personal association; of a li m i t e d but d e f i n i t e range 
of interests whether recreational, l i t e r a r y , a r t i s t i c , 
t h e o r e t i c a l , s c i e n t i f i c , vocational or academic; of his 
c r i t i c a l a t t i t u d e ; and of his I n t e l l e c t u a l status. 
2, The introspective comments made by children who 
were found to be looking more for r e a l i t y i n pictures 
- 1 4 2 » 
were steriotyped, 
3 , Children's sense of the beautiful was found 
to be more marked before the age of nine than a f t e r , 
4 , Sex differences were more markedly- noticeable 
among adolescents, g i r l s usually excelling boys i n visual 
aesthetic appreciation. Sex differerxces were not 
markedly noticeable i n children under the age of nine 
nor i n adult a rt students. 
5 o A small but positive correlation of , 1 1 ims 
found between visual aesthetic Intelligence and general 
i n t e l l i g e n c e . Visual aesthetic intelligence and a r t i s t i c 
a b i l i t y also showed a small but positive correlation of 
- 1 4 3 -
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